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This is the third of a series of 
’ catalogues which, when completed, 
will cover all main branches of 
India's rich textile heritage. 


= 
j \ 1 Since its foundation in 1948, 
i} the Calico Museum of Textiles at 

.s Ahmedabad, has earned international 

‘ recognition as one of the most 

; \ important collections of Indian 

; textiles in the world. 
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Each of these volumes is 

devoted to a particular field 


DO ea fie 6° _ ; of Indian textile history 
ee ae WL fe eee pe ee ie 9 VES ar TT | and includes a full technical and 
aesthetic description of 

relevant pieces in the collection, 
relating them collectively 

and aesthetically to their historical 
context. 
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Volume 1, indian Painted and 
Printed Fabrics, by John Irwin 
and Margaret Hall, was published 
in 1971. 
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Volume 2, /ndian Emobroideries, 
by John Irwin and Margaret Hall, was 
published in 1973. 
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Volume 3, indian Pigment Painting on 
Cloth. by K. Talwar and Kalyan Krishna. 


The fourth volume, /ndian Tie-Dyed 
Fabrics,by Alfred Bubler, Eberhard 
Fischer and Marie-louise Nabholz- 
kartaschoff is now in the press. 
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Il PICHHAVAI (detail): cotton, painted and stencilled. From the Deccan, late 18th century. Sharada Utsava 
No. 22 (Acc. No. 82). The entire pichhavaz is illustrated on Plate 29. 
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Foreword 


This is the third volume in the series of catalogues. It is intended to 
publish covering the entire collections of the Calico Museum. The 
first two volumes, Indian Painted and Printed Fabrics and Indian Embroideries, 
both by John Irwin in collaboration with Margaret Hall, were issued 
in 1971 and 1973 respectively. 


The present volume is devoted to the Museum’s collection of pigment 
paintings on cloth and includes materials from Nepal as well as India. © 
It continues the tradition of collaboration and the Museum is fortu- 
nate in this case in having been able to engage the interests of two 
specialists as well qualified for the task as Mrs. Kay Talwar and 
Dr. Kalyan Krishna. | 


We are also grateful to Mr. John Irwin who, as general editor of the 
series, has given guidance to the authors, while leaving the maxi- 
mum freedom to them to present the material in their own way. 


Again the Museum is indebted to the JDR grd Fund which has en- 
abled us to meet foreign-currency expenses involved in the project, 
and also to the Royal Asiatic Society of London through whom the 
grant for such expenses was administered. 


Calico Museum of Textiles, April, 1979 
P.O. Box 21, — 
Ahmedabad. 
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A NOTE ON TRANSLITERATION 


In keeping with the pattern of the first and second volumes in this series no diacritical marks 
have been used in the body of the text. However, for those readers who are accustomed to 
diacritical marks each index entry has the diacritical form in parenthesis. 


An effert was made to transliterate Sanskrit terms and proper nouns into their commonly rec- 
ognized forms, For the most part, names of persons and places appear without the final syllabic 
‘a’ reflecting the vernacular pronounciation. Sanskrit terms, however, retain the ‘a’ in keeping 
_ with the standard set by the earlier volumes in this series. 


Because of the lack of diacritical marks it was necessary on occasion to distinguish between the 
short and long ‘a’ by using an ‘aa’ to denote the long vowel. This was not used throughout the 
work but only in the instances in which words were indistinguishable without the double vowel 
€.g. pata and paaia. 
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Colour Plates 


PICHHAVAI (detail): cotton, painted. From Nathadwara, early 2oth century. Nandamahotsava. 
No. 7 (Acc. No. 1437). Opposite page 20. 
The entire pickhavai is illustrated on Plate 17. 


PICHHAVAI (detail): cotton, painted and stencilled. From the Deccan, late 18th century. 
Sharada Utsava. 
No. 22 (Acc. No. 82). Frontispiece. 


The entire fichhavai is illustrated on Plate 29. 


PICHHAVAI (detail): cotton, painted. From Rajasthan, late 19th century. Sharada Utsava. 
No. 29 (Acc. No. 2080). Opposite page 32. 
The entire pichhavai is illustrated on Plate 36A. 


PICHHAVAI (detail): cotton, painted. From Nathadwara, 2oth century. Plan of Shri Nathji 
Mandira with Annakuta celebration. 

No. 42 (Acc. No. 1561). Opposite page go. 

The entire pichhavai is illustrated on Plate 45. — 


PICHHAVAI (detail): cotton, painted. From Gujarat, late 19th or early goth century. 
Gopashtami Utsava. 

No. 50 (Acc. No. 1646). Opposite page 46. 

The entire pichhavai is illustrated on Plate 52. 


PICHHAVAI (detail): cotton, painted. From Nathadwara, late 19th century. Morakutt. 
No. 63 (Acc. No. 1473). Opposite page 54. 
The entire pichhavai is illustrated on Plate 60. 


PICHHAVAI (detail): satin, painted and stencilled. Perhaps from the Deccan, 19th century. 
Vrikshachari Bhava. | 

No. 89 (Acc. No. 804). Opposite page 64. 

The entire pichhavai is illustrated on Plate 77. 


PICHHAVAI (detail): cotton, painted. From Nathadwara, early 2oth century. 
No. 94 (Acc. No. 1438). Opposite page 68. 
The entire pickhavai is illustrated on Plate 81. 


SHATRUNJAYA PATA (detail): cotton, painted. From Rajasthan or Gujarat, 18th century. 
No. 100 (Acc. No. 1043). Opposite page 86. 
The entire paia is illustrated on Plate 87. 


TIRTHA PATA (detail): cotton, painted. From Gujarat, late 15th century. 
No. 103 (Acc. No. 2011). Opposite page 90. 7 
The entire pata is illustrated on Plate go. 


BUDDHIST SCROLL (detail): cotton, painted. From Nepal, ca. 1800 A.D. 
No. 134 (Acc. No. 1212). Opposite page 114. 
Other parts of this scroll are illustrated on Plates 111 A&B. 


PATACHITRA (detail): cotton, painted. From Andhra Pradesh, late 18th century. Markandey 


Purana. : 
No. 138 (Acc. No. 2397). Opposite page 120. aS 
Other parts of this patachitra are illustrated on Plates 113 A & B. eee 
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Photographic Plates 
Plates 1 to 7B. Nathadwara, Shri Nathjt Shrine and objects used in the Vallabha- 
charya Sampradaya. 


View of Nathadwara with the Banas River in the background. The Shri Nathji Mandira is 
encircled in black. 


Main entrance of the Shri Nathji Mandira. 
Entrance to the Moti Mahal. 
Plan of Shri Nathji Mandira. 


Wooden cradle inlaid with mother of pearl. From Gujarat, late 19th or early 20th century 
(Appendix ITI, No. 8). 


Wooden swing with mirror work. From Gujarat, late 19th or early 20th century (Appendix ITI, 
No. 9). 





Miniature painting from Nathadwara showing the interior of the Shri Nathji Mandira. 
The devotees stand in the Dolativari separated from Shri Nathji by the Mant Kotha which contains 
a small fountain, early 20th century (Appendix III, No. 2). 


Miniature painting from Nathadwara showing the interior of the Nijamandira, early 20th century 


_ (Appendix ITI, No. 3). 


The shrine of the Shri Nathji Mandira by Dwarkalal Sharma. 

Annakuta pichhavai (detail) of the Shri Nathji Mandira. 

Miniature painting from Nathadwara. The Nijamandira is decorated with hangings for the 
Sharada Utsava. The two presiding priests are Govardhanlal (left) and his son Damodarlal (right), 
late 19th century (Appendix III, No. 1). 

Plates 8 to 10. Pichhavai Technique. 


Sketch (khaka) of a miniature painting from Nathadwara with colour uhoaione early 
2oth century (Appendix III, No. 6). | 


Artist Dwarkalal Sharma (Jangida Brahman) painting a modern Gopashtami pichhavai. 
Artist Kanhyalal (Adi Gaura) painting a modern Rasa Lila pichhavai. 


Plates 11 to 85. Temple Hangings from the Vallabhacharya Sampradaya. 


PICHHAVAI: cotton, painted. From Rajasthan, early 2oth century. Ramayana scenes 


(Nos. 1 & 2). 


PICHHAVAI: cotton, painted. From Rajasthan, early 2oth century. Ramayana scenes — 
(No. 1). | 
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PICHHAVAI: cotton, painted. From Rajasthan, early 2oth century. Ramayana scenes 
(No. 2). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th century or early 2oth century. 
Nandamahotsava (No. 3). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Nandamahotsava (No. 4). 
PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Nandamahotsava (No. 5). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th or early 20th century. Nanda- 
mahotsava (No. 6). 


PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. /Vandamahotsava 
(No. 7). 


SINHASANA: cotton, painted. From Nathadwara, early 2oth century. Nandamahotsava 
(scenes of Krishna’s life) (No. 8). 


SINHASANA: cotton, painted. From Nathadwara, early 20th century. Nandamahotsava 
(No. 9). ia. 


PICHHAVAI: cotton, painted. From Nathadwara, 20th century. Dana Ekadashi (No. 11). 


PICHHAVAI: cotton, net needle work. From Germany, early 20th century. Dana Ekadashi 
(No. 12). 


PICHHAVAI: cotton, painted. From Nathadwara, 2oth century. Dana Ekadashi (No. 14). 
KHANDAPAATA: cotton, painted. From Rajasthan, 19th century. Dana Ekadashi (No. 15). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Vraj Yatra (plan of Vraj) 
(No. 16). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th or early 20th century. Vraj Yatra 
(plan of Vraj) (No. 17). | | 


SIRI: cotton, painted. From Nathadwara, 20th century. Sharada Utsava. (No. 18). 
PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Sharada Utsava (No. 19). 
PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Sharada Utsava (No. 20). 
PICHHAVAI: | satin, aapliaos: From Gujarat, 20th century. Sharada Utsava (No. 21). 


PICHHAVAI: cotton, painted and stencilled. From the Deccan, late 18th century. Sharada 
Utsava (No. 22). ; 


PICHHAVAI: cotton, painted and stencilled. From the Deccan, late 18th or early 19th 
century. Sharada Utsava (No. 23). 


PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. Sharada Utsava (Rasa) 
(No. 24). 
PICHHAVAI: cotton, painted. From Nathadwara, mid 1gth century. Sharada Utsava ( Rasa) 
(No. 25). 
PICHHAVAI: cotton, painted. From Nathadwara, mid 19th century. Sharada Utsava ( Rasa). . 
(No. 26). ak 
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PICHHAVAI (fragment): cotton, painted. From Nathadwara, early 20th century. Sharada 
Utsava (female musicians from Rasa) (No. 27). 


PICHHAVAI (fragment): cotton, painted. From Nathadwara, early 20th century. Sharada 
Utsava (Rasa, wpperhalf only) (No. 28). 


PICHHAVAI: cotton, painted. From Rajasthan, late 19th century. Sharada Utsava (No. 29). 
SIRI (detail): cotton, painted. From Rajasthan, late 19th century. Sharada Utsava (No. 30). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Sharada Utsava (Rasa) 
(No. 31). 


PICHHAVAT: satin, embroidered. From Gujarat, late 19th century. Gokhilavana (No. 32). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th or early 20th century. Annakuta 
Utsava (No. 33). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th or early 20th century. Annakuta 
Utsava (No. 34). 


PICHHAVAI: cotton, painted. From Nathadwara, early 2oth century. Annakuta Utsava 
(No. 35). : 

PICHHAVAI: cotton, painted. From Gujarat, 20th century. Annakuta Utsava (No. 37). | 
PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Annckuia Utsava (No. 38). 
PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Annakuta Utsava (No. 40). 
PICHHAVAI: cotton, painted. From Nathadwara, 20th century. ict Utsava (No. 42). 
SINHASANA: cotton, painted. From Nathadwara, 20th century. Annakuta isan (No. 43). 


PICHHAVAI: cotton, painted. From Nathadwara, early 2oth century. Govardhan Dharana 
Utsava (No. 44). : 


PICHHAVAI: cotton, painted. From Nathadwara, late rgth or early 20th century. Gopashtami 
Utsava (No. 45). 7 


PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. Gopashtami Utsava 
(No. 46). | ‘ 


PATA(?): cotton, painted. From Nathadwara, early 2oth century, Gopashtami Utsava (No. 48). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Gopashtami Utsava 
(No. 49). | 


PICHHAVAT : cotton, painted. From Gujarat, late 19th or early 20th century. Gopashtami 
Utsava (No. 50). 


PICHHAVAI: cotton, applique. From Rataihen: late 19th or cat 20th century. Gopashtami 
Utsava (No. 51). 


PICHHAVATI: silk, brocade. From Gujarat, late 19th century. Gopashtami Utsava (No. 53). 
PICHHAVAI (detail): silk, brocade. From Gujarat, 20th century. Gopashtami Utsava (No. 54): 


SIRI (detail): silk, brocade. From Gujarat, late 19th or early 20th century. Gopashtami Utsava — 
(No. 55). | a 
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SIRI: silk, brocade. From Gujarat, 2oth century. Gopashtami Utsava (No. 56). 
SIRI: cotton, embroidered. From Gujarat, 20th century. Gopashtami Utsava (No. 59). 


SINHASANA with SIRI: cotton, painted. From Kutch, late 19th century. Gopashtami Utsava 
(No. 60). 


PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. Prabodhini Ekadashi 
Utsava (No. 61). 


SIRI (detail): cotton, painted. From Nathadwara, late 19th or early 20th century. Prabodhini 
Ekadashi Utsava (No. 62). 


PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Morakuti (Krishna 
dancing with peacocks) (No. 63). 


PICHHAVAI: cotton, painted. From Nathadwara, 2oth century. Morakuti (dancing peacocks) 
(No. 64). 


PICHHAVAI: cotton, painted and stencilled. From the Deccan, 19th century. Varsha (rainy 
season) (No. 65). 


PICHHAVAI: cotton, painted and stencilled. From the Deccan, 19th century. Varsha (rainy 
season) (No. 66). 


PICHHAVAI : velvet, zardoji. From Gujarat, late 19th century (No. 68). 

SINHASANA: velvet, zardoji. From Gujarat, late 19th century (No. 69). | 

SIRI: velvet, zardoji. From Gujarat, late 19th century (No. 70). 

PICHHAVAI : satin, embroidered. From Kutch, rgth century (No. 71). 

PICHHAVAT: satin, embroidered. From Kutch, rgth century (No. 72). 

SIRI or SINHASANA: | silk, embroidered. From Kutch, late 19th century (No. 73). 
PICHHAVAI: | silk, embroidered. From Gujarat, early 20th century (No. 74). 

PICHHAVAI (detail): silk, brocade. From Surat, early 20th century (No. 79). 
GAUMUKHI: silk, brocade. From Gujarat, 2oth century (No. 80). ~ 
PICHHAVAI: cotton, net needle work. From Germany, early 20th century. Nava Ki Pichhavai 
(for summer) (No. 81). 

PICHHAVAI: silk, printed and painted. From Gujarat, late 19th or early 20th century 
(No. 82). 

SINHASANA: cotton, painted, mordant and resist dyed. From Burhanpur or Masulipatam, 
late 19th century. Winged female dancers and musicians (No. 83). 

PICHHAVATI: cotton, stencilled, printed, dyed and painted. From Gujarat or Burhanpur, 
19th century (No. 84). 

PICHHAVAI: cotton, painted and printed. From Burhanpur or Gujarat, late 19th or early 
20th century. Govanda (No. 87). 


- PICHHAVAI: cotton, painted and printed. From Gujarat, 20th century. Kairi Bhava Ki : . 


Chhinta (No. 88). 
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PICHHAVAI: | satin, painted and stencilled. Perhaps from the Deccan, 19th century. Vrikshachari 
Bhava (No. 89). , 


_ PICHHAVAI: cotton, painted and stencilled. From the Deccan, 19th century. Gopis approach- 


ing to the central space left for the image (No. go). 

SINHASANA: cotton, painted and printed. From Rajasthan, late 1gth century (No. 91). 
PICHHAVAI: cotton, painted. From Nathadwara, 20th century. Plan of a Haveli (No. 92). 
PICHHAVAI (fragment): cotton, painted. From Nathadwara, early 20th century (No. 94). 


PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. Krishna approached 
by Gopis (No. 95). 

PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Dwarkadhishji in the 
lipara shringara (No. 96). 


PICHHAVAI: cotton, painted. From Nathadwara, 20th century. Shri Nathji in the kachhani 
and morachandrika shringara (No. 97). | 


HANGING: cotton, painted. From Nathadwara, early 20th century. Damodarlal’s portrait 
(No. 98). ? | 


Plates 86 to 102. Fain Patas 


SHATRUNJAYA PATA: cotton, painted. From Rajasthan, early 19th century, repainted in 


1885 A.D. at Kishangarh (No. 99). 


re aie PATA: cotton, painted. From Rajasthan or Gujarat, 18th century 
(No. 100). 


SHATRUNJAYA PATA: cotton, painted. From Rajasthan or Gujarat, 18th century 
(No. ror). 


SHATRUNJAYA PATA: cotton, painted. From Gujarat, 19th century (No. 102). 
TIRTHA PATA: cotton, painted. From Gujarat, late 15th century (No. 103). 


DIAGRAM OF THE eS cotton, painted. From Gujarat or Rajasthan, late 18th 
century (No. 104). 


ee OF THE ADHAI DVIPAS: cotton, painted. From Gujarat, dated 1505 A.D. 
0. 105 


es OF THE ADHAI DVIPAS: cotton, painted. From Gujarat, mid 17th century 
0. I | 


seas OF THE ADHAI DVIPAS: cotton, painted. From Gujarat, late 17th century 
‘No. 107). 


ooo OF THE ADHAI DVIPAS: cotton, painted. From Gujarat, early 18th cezitury 
fo. 108), 


HRINKARA YANTRA: cotton, painted. From Bikaner, late 18th century (No. 109). 


HRINKARA YANTRA: cotton, painted. From Kashani or Kangra, late 19th century. / 


(No. 110). 


\ 


97B HRINKARA YANTRA: cotton, painted. From Gujarat, 19th century (No. 111). 
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SAMAVASARANA PATA: cotton, painted. From Gujarat, ca. 1500 A.D. (No. 112). 


SIDDHACHAKRA PATA: cotton, painted. From Gujarat, 18th century (No. 113). 


100A CHAUSATHA YOGINI STOTRA PATA: cotton, painted. From Rajasthan, mid 18th 


century (No. 114). 


100B SCROLL: cotton, painted. From Gujarat, mid 17th century (No. 115). 
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GYANA BAJI: cotton, painted. From Gujarat, dated 1833 A.D. (No. 116). 


GYANA BAJI: cotton, painted. From Gujarat, 19th century (No. 117). 


Plates 103 to 107B. Phadas and Panchangas 


NARAYANDEVJI PHADA (detail): cotton, painted. From Rajasthan (Marwar), carly 
20th century (No. 118). 


NARAYANDEVJI PHADA (detail): cotton, painted. From Rajasthan (Marwar), early 
20th century (No. 119). 


PABUJI PHADA (detail): cotton, painted. From Rajasthan (Marwar), early 20th century 
(possibly 1919 A.D.) (No. 120). 


PHADAKYE: cotton, painted. From Rajasthan, carly 2oth century (No. 121). 


107A PANCHANGA: cotton, painted. From Rajasthan or Gujarat, dated 1862 A.D. (No. 123). 


107B PANCHANGA: cotton, painted. From Rajasthan or Gujarat, dated 1859 A.D. (No. 125). 


Plates 108A to 109. Orissa Patachitras 


108A KARAPATIA PATACHITRA: cotton, painted. From Puri, mid 2oth century (No. 127). 


108B THIA BADHIA PATACHITRA: cotton, painted. From Puri, mid 20th century (No. 129). 
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[ALAVI PATACHITRA: cotton, painted. From Puri, mid 2oth century (No. 130). 


Plates 110A to 111B. Cloth Paintings of Nepal 


110A BUDDHIST SCROLL (detail): cotton, painted. From Nepal, 19th century (No. 133). 


1108 BUDDHIST SCROLL (detail): cotton, painted. From Nepal, 19th century (No. 133). 


111A BUDDHIST SCROLL (detail): cotton, painted. From Nepal, ca. 1800 A.D. (No. 134). 


111B BUDDHIST SCROLL (detail): cotton, painted. From Nepal, ca. 1800 A.D. (No. 134). 
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Plates 112 to 114B. Other Regional Styles of Painting on Cloth. 


TEMPLE HANGING: cotton, painted. From Maharashtra, early 20th century (No. 1 36). ze me 
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113A 


113B 


114A 
114B 


MARKANDEY PURANA PATA (detail): cotton, painted. From Andhra Pradesh (Varangal 
area), late 18th century (No. 138). 


MARKANDEY PURANA PATA (detail): cotton, painted. From Andhra Pradesh (Varangal 
area), late 18th century (No. 138). 


ALBUM LEAF: cotton, painted. Indo-Persian style, 18th century (No. 139). 
ALBUM LEAF: cotton, painted. Indo-Persian style, 18th century (No. 140). 
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1. TEMPLE HANGINGS OF 
THE VALLABHACHARYA 
SAMPRADAYA 


Among the most beautiful examples of pigment painting on cloth in India are the 
temple hangings of the Vallabhacharya Sampradaya, a Krishna sect founded in the late 
fifteenth century. These brightly coloured works adorn the walls and furnishing of a 
temple’s inner sanctum where Krishna resides. They are coordinated in theme and 
designed to create the appropriate atmosphere for a particular festival or season. 
The principal hanging which is suspended behind the image and acts as a stage back- 
drop for the ceremony is the pichhavat (that which hangs behind). These large hangings 
with vivid depictions of incidents in Krishna’s childhood or interesting accounts of 
events in the history of the sect are extremely appealing and have attracted consider- 
able attention from both art historians and collectors. The Calico Museum possesses 
many examples of the painted pichhavais and the matching smaller hangings from the 
areas of Northern and Central India where the sect has flourished. 

No discussion of Vallabhachari temple hangings would be complete without 
reference to the embroidered, brocade, block printed and kalamkari pieces which also 
are used in the shrines. There are fine examples of the various types in the Calico 
collection and these have been included in the catalogue as much for their own merit 
as for their role in placing the pigment painted hangings in proper perspective. 

The act of surrounding Krishna with luxurious hangings is considered to be 
an expression of love for him. At the same time the hangings serve to heighten the 
emotional impact of the devotee’s encounter with the image which is Krishna incarnate. 
The great importance which is placed upon the visual aspect of the worship service 
and the role which the hangings play in the rituals may be appreciated only through 
a study of the history of the cult and its founders. 


1. The Founders of the Sect 
(a) Lives 
Vallabhacharya, the founder of the sect, was born of a distinguished Tailangana 
Brahman family of Andhra Desha. His father was Lakshmanabhatt and his mother 
was Illammargaru, the daughter of a priest of the royal house of Vijayanagar. Among 


the members of his family there were several who had written well known religious 
treatises and one in particular is remembered as a great exponent of Vaishnavite beliefs. 


According to tradition, it was that Vishnu devotee who received the prophecy of _ 


Vallabhacharya’s birth. In a dream Vishnu promised him that an avatara of Krishna 
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would be born into the family when a hundred soma sacrifices had been performed.! 
It was Lakshmanabhatt who completed the cycle of rites shortly before the birth of 
the divine religious leader. 

Prior to this event, Lakshmanabhatt had left his ancestral home in the south and 
settled in Banaras with his wife and three children. As a learned and deeply religious 
man he found great satisfaction in engaging the panditas of the holy city in theological 
discussions. It is uncertain how long the family remained in Banaras before rumours of 
an impending Muslim invasion forced them to leave. They fled southward in panic 
taking only a few possessions. The strenuous journey was very difficult for [llammargaru 
who was seven months pregnant and on the night of Vaishakha Krishna 11 in 
the Champaranya, a forest near the small village Rajim in Central India, she gave birth 
prematurely to their second son Vallabhacharya. The child appeared to be still-born 
and was abandoned unburied at the base of a tree as they continued their hasty retreat. 
The following night Lakshmanabhatt was visited in a dream by Vishnu who said that 
His spirit had entered the body of their son and that they should go back and reclaim 
the child. When they returned to the forest, they discovered the baby alive and en- 
circled with a wreath of protective flames. The date of this miraculous event is in 
dispute. Many accept Samvata 1535 (1478 A.D.) as the birth year, while others main- 
tain that the spiritual leader was born six years earlier in Samvata 1529 (1472 A.D.).° 

Shortly after the birth Lakshmanabhatt and I!lammargaru learned that there 
was no longer reason to fear an attack on Banaras and they returned home. In the 
ensuing years Vallabhacharya proved to be an extraordinary child. He displayed 
a great aptitude for learning and pursued a rigorous course of studies until his father’s 
untimely death in Samyata 1546 (1489 A.D.). The family then separated. Although 
Vallabhacharya was only a young boy, he set out alone on a pilgrimage of the south, 
while his mother returned to Andhra Desha with the other children. This was the 
first of a series of journeys which spanned a period of almost twenty years. The 
accounts of his travels are very confused and the dates and sequence of events cannot 
be given exactly. | 

It is thought that Vallabhacharya spent the first few years giving discourses on 
Krishna and formulating his philosophy. During this time, he acquired his first disciple, 
Damodardas, who became his constant companion. 

Vallabhacharya’s interest in expounding his ideas about ‘non-dualism’ philo- 
sophy (God is in all and all is in God) led him to Vijayanagar, a center of Hinduism, 
where he could engage in debate with well-known theologians. It was here that he 
acquired the title of ‘acharya’ or ‘spiritual leader’ as an award for the enlightened 
and eloquent defence of his topic.* Thereafter, he has always been known by his follow- 
ers as Vallabhacharya. On this early pilgrimage, the newly recognized spiritual leader 
also visited the temple of Vithoba in Pandharpur, and it is said that Vithoba himself 
told Vallabhacharya that he should marry in order to ensure a line of descendants 
who could carry on his work.‘ | 

ct The young theologian then left the south and travelled northward visiting the 
cities of Gujarat and the sites of Krishna’s /ilas in Vraj. While he was in Gokul in_ 
Samvata 1549 (1492 A.D.) he was visited in a dream by Krishna who instructed {him 
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to preach the doctrine of Pushtimarga, a path of salvation dependent upon the grace of 
God, and entrusted him with the Brahma Sambandha (mantra) “Shri Krishna sharanam 
mama” (Shri Krishna is my refuge) which is given to all initiates. At this time, Krishna 
also told him about a Balagopala image which was half buried in the rocky soil of 
Mt. Govardhan (See Appendix I). The exposed arm and face had been worshipped 
by the villagers for a number of years. Vallabhacharya had it dug up and installed 
in a temporary shrine. It was an image of Krishna poised in the position of holding 
up Mt. Govardhan as he had once done for the villagers of Vraj who were seeking 
refuge from the rains of the wrathful Indra. The manifestation subsequently became 
known as Shri Nathyji, the main swarupa of the Vallabhacharya Sampradaya. Although 
Vallabhacharya arranged for the care of the image and set up rules for its worship, 
he did not remain in Vraj. He continued to travel about India preaching the word 
of Pushtimarga. Only on occasion did he return to Govardhan to enact new rituals 
and examine various plans for the building of a larger shrine. Certainly he was present 
when Shri Nathji was installed in a permanent temple in Samvata 1576 (1519 A.D.). 

After a number of years Vallabhacharya went back to Banaras, the city of his 
childhood, and married the daughter of a local priest. Finally, he settled in Adel which 
was a small village near the junction of the Ganga and Yamuna Rivers (modern 
Allahabad). There he reared his two sons Gopinath, born Samvata 1570 (1513 A.D.), 
and Vitthalnath, born Samvata 1572 (1515 A.D.). Vallabhacharya devoted most of 
his remaining years to writing commentaries on religious texts and works which ex- 
plained the tenets of the new sect. He was a charismatic figure and attracted a large 
following of disciples who respected him for his compassion as well as his dedication and 
great intellect. While his sons were still young, the leader renounced the world and 
became a sanyasi (ascetic). His last days were spent on the Hanuman Ghata in Banaras 
meditating and fasting until he finally entered the sacred waters of the Ganga and 
died in the year Samvata 1587 (1530 A.D.).° 

Several years after Vallabhacharya’s death, Gopinath, who had succeeded his 
father, died suddenly leaving the younger Vitthalnath with the leadership of the sect. 
Under the guidance of Vallabhacharya’s faithful disciple Damodardas, Vitthalnath 
tried to continue his father’s work, but he did not possess the ability to write scholarly 
dissertations. His talents lay in the areas of art and music and he was deeply interested 
in devotional literature. He gathered around himself eight poets, the Ashtachhapa, four 
of whom had been disciples of his father. Among these were the famous Surdas and 
Kumbhandas. 

Vitthalnath used the arts to express his devotion to Krishna and dedicated his 
talents to the development of the seva which is the essence of Vallabhacharya Sampradaya 
ritual. Simply defined, seva means the service which the deyotee pays to god, e.g. 
feeding, clothing, etc. This service is an important part in worshipping the image of 
Krishna, which is the embodiment of god, for it is regarded as the true expression of 
the soul’s love for god. Although these acts have been highly formalized they are not 
viewed as perfunctory duties but spontaneous outpourings of devotion. 

In the beginning, Vallabhacharya instituted the feeding and dressing of Shri 
Nathji, but under Vitthalnath’s leadership, the system became far more elaborate. 
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The kirtanas of the Ashtachhapa became an integral part of the services with each poet 
assigned to a particular ceremony (see pp. g-10). Lavish shringaras were designed for 
Shri Nathji and under Vitthalnath’s sensitive direction, the music and temple decora- 
tions were selected to complement the seasons. 

Vitthalnath shared his father’s missionary dedication. Early in his carecr, he 
left Adel several times to travel and preach in Gujarat. Later he spent three years at 
the court of the famed Rani Durgavati. Finally in Samvata 1623 (1566 A.D.), he 
settled in Vraj with his family and remained there, dividing his time between Mathura 
and Gokul, until his death in Samvata 1642 (1585 A.D.). 

During this period in Vraj, Vitthalnath and his followers directly benefited 
from their close ties with influential members of the Mughal court. Birbal and Todar- 
mal who were two of Akbar’s ministers were good friends with Vitthalnath and were 
undoubtedly responsible for the emperor’s interest in the sect. Probably it was through 
their intercession that certain tax and land privileges were granted to the spiritual 
leader by the Emperor Akbar.* The Vallabhacharis were also connected with the 
court on a cultural level. The famed singer Tansen and the bhakti poet Surdas are 
said to have been good friends. When Akbar became familiar with the sect, he became 
an open admirer of the works of both Surdas and Kumbhandas and even suffered 
Kumbhandas’ refusal to sing for him.’ It is also belieyed, although no historical refer- 
ences to the incident could be found, that Akbar was allowed to have darshana (sight 
of Shri Nathji) which is the sacred experience reserved for only the initiated. As a 
result of these close ties with the court, Shri Nathji began wearing the kulah and 
chakdarjama, along with other garments which were the garb of the Mughal courtiers. 
Akbar’s benevolent attitude allowed the sect to flourish, and it continued to grow, 
enjoying the favour of all subsequent Mughal rulers until the reign of Aurangzeb 
(1658-1707 A.D.). 

Vitthalnath married twice and fathered a large number of children of whom 
seven sons survived to succeed him. In Samvata 1634 (1577 A.D.), almost ten years 
before his death, Vitthalnath made arrangements for the future care of Shri Nathji 
and various images of Krishna, which Vallabhacharya had collected, by dividing 
them among his sons. The distribution, in order of birth from oldest to youngest, was : 


Girdhar Shri Nathji 
Shri Mathureshji 
Govindrai Shri Vitthalnathji 


Balkrishnalal Shri Dwarkadhishji 

Gokulnath Shri Gokulnathji 

Raghunath Shri Gokulchandramaji 

Yadunath Shri Balkrishnaji 

Ghanshyam Shri Madanmohanji 

Although Girdhar was placed in charge of Shri Nathji, all the sons were to be 

responsible for the image and were to participate in the activities of the main temple. 
In addition, each set up a separate shrine for his own image in Mathura. These seven 
manifestations were known as the sata swarupa and were housed in a building called 
the sata ghara (house of the seven). Along with Shri Nathji, they have primacy among. 
the images worshipped by Vallabhacharya’s followers.’ Another icon which is often | 
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pictured with these and is considered to be of equal importance is the figure of Navnita- 
priyaji, which was also entrusted to Girdhar. 

In the reign of Aurangzeb when the worship of Krishna was banned in Vraj, 
many of the images were removed from the region in order to save them from destruc- 
tion. This is, of course, the time when Shri Nathji was transferred to Nathadwara, 
the present center of the Vallabhacharya Sampradaya. Although a few of the images 
have been returned to the Mathura area, the majority remain scattered throughout 


Gujarat and Rajasthan. 
(b) Teachings 


Vallabhacharya was an adherent of Shuddhadvaita, the ‘non-dualism’ school of philo- 
sophy which believed that there was no reality or existence outside of God. Thus, the 
soul (jiva) is not separate from God, but is a spark of the divine body. According to 
Vallabhacharya, any attempt of the soul to be independent is an illusion. The jiva is 
quite often blinded by his own selfishness and is unaware of his divine affiliation. It is 
only by God’s grace (pushti) and revelation of Himself through His sports (lila) that 
the soul realizes the ultimate bliss of union with God. As a result of the awakening, 
the soul responds with a spontaneous outpouring of love and selfless devotion to God 
which is called bhakti. Thus, Vallabhacharya developed the doctrine of Pushtimarga 
(Path of Grace). Salvation was not to be earned by self denial or knowledge or even 
pure devotion, but was a gift of God’s grace. However, the response of the enlightened 
soul is to love God above all else. In the Vallabhacharya Sampradaya, this devotion or 
bhakti manifests itself in the seva, divine service paid to God. 

Bhakti has been recognized as an orthodox method of worship for centuries. 
Indeed early support for it is found in the Bhagavata Gita. In the last verses spoken to 
Arjun on the battlefield, Krishna says : 


18:65 Be Me-minded, devoted to me; 
Worshipping Me, revere me; 
And to Me alone shalt thou go; truly to thee 
I promise it (because) thou art dear to Me. 


18:66 Abandoning all (other) duties, 
Go to Me as thy sole refuge; © 
From all evils I thee 
Shall rescue : be not grieved!? 


This is basically what the bhakta promises when he repeats the mantra “Shri Krishna 
sharanam mama’ (Shri Krishna is my refuge). 

Complete devotion of the body, mind and soul is expected, but the renunciation 
of material possessions is not a prerequisite for initiation. Unlike Chaitanya, the bhakti 
leader of Bengal, Vallabhacharya did not believe that asceticism was a necessary 
part of devotion. He thought that withdrawal from life leads to a self-centeredness which 
contradicted his idea that life should center around Krishna. The stage of renuncia-— 
tion can come only when love for Krishna overshadows all other pursuits and is, 
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therefore, an end rather than a means. Many people who have not been fully ac- 
quainted with Vallabhacharya’s thoughts on asceticism consider his acceptance of 
the material life a license for self-indulgence. As a result, the Vallabhacharya Sampradaya 
has suffered many slanderous suits. 

Vallabhacharya preached that Krishna should never be absent from one’s mind 
and that ideally the fire of love for him should consume all other interests. This is the 
bhakti of prema lakshana, the supreme devotion which the gopis displayed when they 
deserted their homes to seek Krishna in the forest. The five chapters in the Bhagavata 
Purana (Rasa Panchadhyayi) which relate the gopis’ search for Krishna and subsequent 
union with him in dance are referred to as the Rasalila, the most divine of all sports. 
The gopis experience both the bliss (ananda) which accompanies the union (samyoga) 
and the bittersweet agony of separation which is considered a higher state than union 
because the desire for Krishna increases when He is not present. For Vallabhacharya, 
the gopis embody the ultimate expression of devotion. At Krishna’s call, they respond 
unselfishly and give themselves completely to God. 

Vallabhacharya was a prolific writer and produced many volumes which put 
forth his philosophy and laid down the tenets for the new sect. Among these are the 
Shodashagrantha and two commentaries on religious texts, the Anu Bhashya and Subodhini. 
The Shodashagrantha is a series of sixteen small books written in an aphoristic style 
which crystallizes Vallabhacharya’s teachings and is considered the gospel of the sect. 
The Anu Bhashya which was completed after his death by Vitthalnath is an interpreta- 
tion of the Brahma Sutra. The third book, the Subodhini is a commentary on the Bhagavata 
Purana, the scripture containing the story of Krishna, and Vallabhacharya’s most 
favourite text. The Brahma Sutra and Bhagavata Purana along with the Vedasand 
Bhagavaia Gita formed the scriptural nucleus for Vallabhacharya’s doctrine. 

Vallabhacharya wrote in Sanskrit, the language of the ancient texts and a 
universally accepted means of expression among scholars, but one which was not 
easily understood by the laity. It was the vernacular literature, the works in the local 
dialect of Vraj Bhasha, which was to interpret his teachings and have far reaching 
effects on the religious community. One of these books which has been most influential 
in forming the attitudes of the Sampradaya members is the Chaurasi Vaishanavana ki Varta. 
It is a series of tales about eighty-four Vaishnavas who were initiated into the sect by 
Vallabhacharya himself. In these stories, which are credited to Vallabhacharya’s 
grandson, Gokulnath, the most desirable qualities of the devotee are defined. The 
other outstanding body of literature is the poetry of the Ashtachhapa. The eight poets 
who were involved in the sect in the early years, produced thousands of verses and 
were responsible for focusing attention on Krishna as the divine lover. Indeed some 
of their stories; e.g., the Danalila, have become so popular that they have been in- 
corporated into the teachings of the séct and have found expression in the painted 
temple hangings (Plates 19, 20, 21, 22). 


2. Worship at Nathadwara 


Nestled among the Arravalli Hills, 22 miles northwest of Udaipur is the small town of — 
_ Nathadwara, the center of the Vallabhacharya Sampradaya (Plate 1). It is located om ~ 
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the banks of the Banas River at the base of a crescent shaped ridge of moyntains. The 
modern day pilgrim generally approaches the town from the south following a winding 
road through the hills. Nathadwara is not visible until one reaches the crest of the 
ridge which bears the rubble of earlier fortification walls. Then suddenly the town 
appears, its white washed buildings dazzling in the brilliant desert sun. 

On the occasion of important festivals, the town swells with visitors. The 
normally empty dharamshalas and private apartment houses are jammed with pilgrims 
seeking accommodations. This fluctuation in population is as noticeable today as it 
was to an English official in the 19th century who noted that one-fifth of the houses 
appeared to be reserved for the pilgrim trade." 

Nathadwara is a relatively new town. It shares none of the architectural anti- 
quity of the holy cities of Banaras or Madurai, although its plan with narrow winding 
streets is a traditional one. Until the late 17th century, the site which is now a busy 
pilgrimage center was only the small unknown village of Sinhar. 

In Samvata 1726 (1669 A.D.), when Aurangzeb banned the worship of Krishna 
in Vraj and threatened to destroy the temples, Shri Nathji was removed from Mt. 
Govardhan by Damodarlal who was the chief priest (ti/kayata) of the temple at that time. 
After a harrowing flight, Damodarlal and his party arrived in Jodhpur with Shri Nathji, 
but Maharaja Jaswant Singh was away and his officials were not prepared to offend 
Aurangzeb by accepting the image. Damodarlal then sent an emissary to Maharana 
Raj Singh at Mewar requesting asylum and was much relieyed when he received a 
warm reply from the Udaipur ruler. In the winter of Samvata 1727 (1670 A.D.), the 
party was met at the Mewar border by Maharana Raj Singh himself.'' According to 
the legend related by Colonel Tod in his Annals and Antiquities of Rajasthan, Mabarana 
Raj Singh pledged a force of 100,000 Rajput warriors to convey Shri Nathji safely to 
his capital of Sesodias in Udaipur State.” During the journey, the bullock cart con- 
taining the image became bogged down in the mud and not even 100,000 warriors 
with their combined strength could extricate it from the mire. This breakdown was 
regarded as a divine act. No further effort was made to remove Shri Nathji to Sesodias. 
Instead, on Phalguna Krishna 7 Samyata 1728 (1671 A.D.), Shri Nathji was installed 
in a temple erected in the small hamletof Sinhar. The name of the village was changed 
to Nathadwara, which means ‘door’ (dwar) of the ‘lord’ (nath). 

The shrine which was constructed on the sacred spot was not Modelled after 
the conventional style of Hindu temple, but was built to resemble a large home 
(Plate 3). There is no monumental entrance way. The main portal is flush with the 
street, marked only by two large painted elephants which are popular decorative 
motifs on Rajasthani homes (Plate 2A). The construction materials are the same ones 
used for domestic structures, lime and brick. No towering shikhara marks its location. 
The simple exterior was deliberately adopted as a safeguard against Muslim persecution. 
The temple which was barely distinguishable from other city dwellings was unlikely to 
become the target of Muslim wrath. 

Today, the effectiveness of this camouflage is readily apparent. Although the 
size and complexity of the temple rivals a princely palace, its outlining walls are barely 
discernible (Plate 1). From the surrounding hills, seven flags may be seen flying over 
the main shrine, but it is not possible to detect the boundaries of the complex. Shops : 
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and houses crowd around the walls masking them from view. Only the familiar devotee 
would be able to successfully weave his way through the narrow streets to the lane 
which ends at the temple door. 

The idea of designing a temple in the shape of a large home was also well suited 
to the beliefs and practices of the Vallabhacharya Sampradaya. The emphasis is upon 
service (seva) to God and in this regard, every effort is made to attend to His needs 
and furnish Him with the luxurious surroundings appropriate for a royal personage. 
The temple is not only a shrine for Shri Nathji, but is His household. The vast complex 
with its numerous courtyards and rambling apartments comprises His mansion. In 
fact, the term which is often used by the Vallabhacharis to describe the temple is 
Haveli, which means mansion." 

The tilkayatas and their families who serve Shri Nathji live within the confines 
of the temple. The chief acharya or tilkayata occupies a set of apartments adjacent to 
the shrine which is called the Moti Mahal. The gate at the far left of the temple plan 
is the entrance to the fi/kayata’s quarters (Plates 3 and 2B). There, in one of the chambers 
overlooking the city, Tilkayata Govindlal often sits in audience with his devotees who 
come to seek his advice and discuss questions of religous dogma. This section of the 
compound also includes part of the administrative office (Krishna Bhandara), the library 
and a large garden. 

The less restricted areas of the temple are the shrines of Shri Nathji, Navnita- 
priyaji and Madanmohanji. These are the rooms which are elaborately decorated with 
cloth hangings. They are approached through a series of courtyards. The different 
open courts have specific functions and are used in the celebration of various 
festivals. 

In order to reach the shrine of Shri Nathji, a devotee would normally cross the 
dirt floor of the Govardhan Puja Chawka and enter onto the cool stone slabs of the Katana 
Chawka by way of the Suraja Pola (Plate 3). On special occasions when the swing of 
Navnitapriyaji is installed in the doorway, the path leads to the Singha Pola, arriving 
at the Ratana Chawka by way of the Kamala Chawka (Plate 3). In either case, the destina- 
tion is the same, the Dolativari. There, the devotees gather and look toward the Nya- 
mandira which contains Shri Nathji. A railing and another small room called the 
Mani Kotha separate the devotees from the swarupa (Plate 5A). 

The atmosphere of a private home is maintained by restricting the hours of 
worship. Unlike the traditional Hindu temple, the Haveli is not always open. Devotees 
may gather in the Govardhan Puja Chawka or sing kirtanas on the terrace, but for the 
greater part of the day Shri Nathji is hidden from view. 

Only during eight brief periods are the devotees permitted to see Shri Nathji. 
These showings are called darshanas and are accompanied by short ceremonies in which 
food is offered and a change or adjustment is made in the shringara. Both the feeding and 
changing of clothing are accomplished before the darshana, behind closed doors, by the 
gosain balakas. The frequency of feeding is related to the fact that Krishna is worshipped 
as a small child and is therefore believed to require numerous snacks and meals. 

On special festival days when the courtyards are jammed with pilgrims, there 
may be more than eight darshanas or a darshana may be extended so that all the devotees _ 
can catch a glimpse of Shri Nathji. An account of the eight daily services follows. 
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I. 


The day begins about five o’clock in the morning when Shri Nathji is awakened 
by the blowing of a conch shell. Note that each darshana has a different member of the 
Ashtachhapa as its kirtanakara (song master). This was a practice begun by Vitthalnath 
and even today the verses of the various poets are sung at these particular times. 


Mangala 


Shringara 


Gwala . 


Rajabhoga 


Uithapana 


Bhoga 


Shri Nathji is awakened and offered butter, fruits and sweet 
and salted snacks. The shringara for this ceremony is compara- 
tively simple. In the summer months, Shri Nathji is dressed 
in a light dhoti-like garmet (arbanda). During the winter He 
appears in a robe which leaves only his face exposed. 


Kirtanakara: Parmanandadas 


Shri Nathji is elaborately dressed. He holds a flute and is 
shown a mirror in which he may check his appearance. At this 
time, he is offered dry fruits. : 


Rivanabnvh- Nandades 


Krishna leads the cows out to graze. Incense is burned. Milk 
and sweets are offered to him. This darshana is not performed on 
days when a major festival is being celebrated. 


Kirtanakara: Govindswami 


This is the most elaborate ceremony. It takes place around 
10 :30 in the morning. A large meal is prepared for Shri Nathji 
and offered to him before the doors are opened. Since this is 
the major darshana of the day, the doors remain open longer 
than in the other ones. After Rajabhoga Krishna is laid down for 
a nap. 


Kirtanakara: Kumbhandas 


This is the first darshana of the evening. It takes place around 
3:00 to 3:30 in the afternoon, Shri Nathji is awakened from 
his midday nap by the sound of the conch. Again fruits and 
milk are offered. 


RKirtanakara: Surdas 


About one hour after Utthapana, Bhoga is performed. In the 
summer, fountains are placed before Shri Nathji and in the 
winter, he is warmed by a stove (Plate 5A). During the 
summer season, flowers are added to the shringara. More food 
is offered at this time. 
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Kirtanakara: Chaturbhujdas 


7. Arti (Sandhaya) Krishna brings the cows back at dusk and the ceremony of 
lighting the lamps is performed (artz). The shringara is lightened 
at this time and food is offered. During the month of Shravana 
and on festival days, Bhoga and Art: are done together. 


Kirtanakara: Chhitaswami 


8.  Shayana This is not always performed openly. From Chaitra Shukla 9 
to Ashwina Shukla 9, the doors are closed to devotees. Shri 
Nathji is offered more food and pana (beera) and then put to bed. 


Kirtanakara: Krishnadas 


After the darshana, a devotee takes part in the prasada which is the remains of the 
bhoga or food offered to the deity. A devotee does not bring food to be blessed, but 
instead receives part of the meal prepared for Shri Nathji when he makes a contribution. 
In most Indian temples, the bhoga is generally very simple, but at Nathadwara, great 
care is taken to produce delicacies which are worthy of Shri Nathji’s discriminating 
palate. The finest ingredients are used in making a large variety of foods which range 
from curried vegetables to thick creamy milk sweets. To accept prasada is to participate 
in a sacramental ritual. Thousand of rupees are spent daily on the food preparations. 
A large kitchen is maintained in the Haveli for this purpose. The temple even has its 
own herd of cows to ensure a steady supply of milk for the various dishes. The prasada 
is also used to pay the servants of the temple who, in turn, receive money for it by 
selling it through shops outside the Haveli. 

When a darshana is about to take place, the Govardhan Puja Chawka and the 
steps of the Suraja Pola, begin to fill with people. Some are pilgrims from distant parts 
of India, but many are the residents of Nathadwara who take every opportunity to 
view Shri Nathji. Local herdsmen mingle with the crowd eager to sell milk to devotees 
who wish to make a contribution to the temple. Music filters down from the Naubata 
Khana which is located over the main gate (Plates 3 and 2A). When the doors swing 
open, there is a moment of silence and then only the sound of bare feet brushing against 
the floor as the devotees surge forward into the Ratana Chawka. When, at last, they 
reach the Dolativari and Shri Nathji is sighted exclamations of ecstasy fill the room. 
| Within the Nijamandira Shri Nathji is surrounded by a number of furnishings 
befitting his royal status (Plates 5B and 7B). He stands ona platform (paata) between two 
large cylindrical bolsters (masnada). There is no seat (stnhasana) in the Shri Nathji shrine, 
but other smaller images have thrones on which they sit. On either side of the paata 
are small tables (khandapaata) which hold his personal deities. In some temples, there 
are also a number of stools (chauki) for. his toys and games. A small step (siri) leads 
up to the platform. Near it, on stands, are a laddu box (banta) for Shri Nathji’s favourite | 


sweets and a small jug (jhari) with water from the sacred Yamuna River. ao 
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3. Function and Classification of Temple Hangings 


As was mentioned in the introduction all the furnishings of a shrine as well as the walls 
and ceilings are draped with decorative cloth hangings which are designed to create 
an atmosphere of royal splendour. Each piece derives its name from the item it covers. 
A complete set (saja) includes a sinhasana (throne), siri (steps), several chaukis (stools), 
paata (platform), two khandapaatas (lower tables for minor deities) and pichhavai (rear 
wall) (Plates 6 and 7B). In addition, on the occasion of certain festivals, the ceiling 
(chandava) and side walls (diwalagirt) may be covered with matching hangings.'® 

The entire set is co-ordinated in colour and pattern and fashioned in accordance 
with the requirements of a particular festival or season. The hangings may be figural 
or abstract in design and range from painted and printed cotton works to the richest 
brocades and intricate embroideries on satin and velvet. 

The pichhavai is the main component of the set. It hangs at the back of the shrine 
behind the image and acts like a stage backdrop for the ceremonies. The term pichhavai 
is a Hindi word, literally meaning “‘of behind” (pichha—back and vai—of), which well 
describes the hanging’s function. Another term, less frequently used today but still 
heard in Banaras and the surrounding areas is pichhavari which denotes the hanging’s 
position at the rear of the shrine (pichhavara—back of house). 

It is difficult to determine when pichhavais were first used in the temples of the 
sect. I'wo early references to the hangings are found in the poetry, of Govindswami, 
one of the Ashtachhapa in the time of Vitthalnath. Govindswami specifically mentions 
the words pichhavat and pichhavari as well as sinhasana in describing the decorations for 
Varsha (rainy season) and Phula Mandali (flower gathering festival). 


Phula Mandali aren— 
WIS aft HA Bast 43 Ca 
HIN TAT SYM FH GL HIM F HAT AAT I! 
fagardt aan at att FqaTat garth 
Hara at ard HANH afHar Ha at Ao TAT I 
PAK HAT FAA Ahad Ha AC TS s TT 
Han Aa a ore art fava Aas ara 1 


Varsha aesI<— 
Ted Tra TS aac ag fafa, aear St ATS APTA HATAT | 
Tara fragt ait Taal, Tare Tara fat TAH TATA 
aa fafa at fircardt facia ‘fae’ TR ot A Ae Tee” 


Other stories which are later than the Govindswami verses but predate the 
Nathadwara move also mention the use of hangings to decorate the shrine. Gokulnath, . 
the grandson of Vallabhacharya, wrote in Ariti Rahasya Bhavna that a white pichhavai.... 
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should be used for the Rasa Utsava (Sharada Purnima) and that the khandapaata should 
be omitted."® Another popular tale, supposedly of the same period, records that Em- 
peror Akbar suggested that white hangings be used for Sharada Purnima.”” 

These references indicate that the custom of decorating the shrine with cloth 
hanging has been a part of the ritual since the time of Vitthalnath. Whether pzchhavats 
were used earlier, during Vallabhacharya’s time, is questionable. We know that 
Vallabhacharya instituted only a few simple services and spent most of this time in 
Adel away from Govardhan. Vitthalnath, on the other hand, lived in Vraj for many 
years and was directly involved in the daily worship of the Govardhan temple. He is 
traditionally credited with starting the system of elaborate decorations and probably 
he is also responsible for the introduction of cloth hangings. | 

What inspired the practice, however, remains unclear. Perhaps as Goswami Vraj 
Bhushanlal of the Dwarkadhishji Temple, Kankroli, suggested the idea originally develo- 
ped from the Mughal wall or tent hanging. Indeed, some of the floral designs of the 
richly embroidered pichhavais which are favoured among the main temples of the sect bear 
a striking resemblance to the patterns of the Mughal tent and harem hangings (Plate 7A).”° 
Further support for this theory is provided by the fact that sometimes the entire 
interior of the shrine is hung with decorative cloth pieces giving it a tent or harem 
like appearance. This influence is not inconceivable since we know that there were 
close ties between Vitthalnath and the Mughal court (See section 1). 

The prototype for the pigment painted pichhavai is less certain. Perhaps itis a 
natural development of the ancient patachitra tradition in which paintings on cloth 
served as illustrations for itinerant story tellers. There are numerous references in the 
works of early Sanskrit dramatists to scrolls with paintings of the various gods.” 

It should also be noted here that the date when the first pigment painted 
pichhavai was introduced as a decoration for the shrine is uncertain. None of the known 
dated works predate the 18th century. As far as we could determine, the early sources 
do not mention figural painted pichhavais, despite the fact that we know that the art of 
painting was important to the Vallabhacharis from a very early period (See section 5). 
There are references to monochrome or flowered pichhavais as evidenced by Govind- 
swami’s verses, or painted curtains (parda), but nothing which resembles the narrative 
works which are in widespread use today. Furthermore, the Shri Nathji Mandira and 
the seven other major gadis use mostly printed, brocaded or embroidered pichhavats. 
The painted ones are used only on the less important holidays and in the smaller 
temples of the sect. Perhaps the proliferation of the narrative painted pichhavats came 
only after the late 17th century transfer of the various images of the Vallabhacharya 
Sampradaya to some of the major painting centers of Rajasthan. 

| The practice of placing a hanging behind the image for decoration is uniquely 
Vallabhachari. Interestingly, several Hindu sects which have come in close contact 
with the Vallabhacharis have adopted the practice. At Bundi, a Rasalila pichhavat exists 
in the Ranganath (Ram) Temple of the palace which the priest said is used in Shrayana 
for the swing festival. The Radha-Vallabha sect of Vrindavana also employs cloth 
hangings in a manner similar to that of Nathadwara. In fact, they have even an Anna- 
kuta pichhavai of Nathadwara origin. [aja F 
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The size and shape of a pichhavai is dictated by the dimensions of the shrine 
and the type of image for which it is made. The pichhavai for Shri Nathji is in the shape 
of an inverted ‘“‘U’’ leaving an open space in the center for the stone image which 1s 
in high relief against a rectangular stele (pithaka). The pithaka is left bare during the 
Mangala Darshana (Plate 6) but in the other ceremonies, it is covered with four pieces 
of cloth (thare vastra) which fit around the contours of Shri Nathji and are attached to 
the stele with wax.”? Since the stele is ten inches thick, additional hangings (chaukhta) 
are needed to cover the exposed sides of the pithaka and make it appear to blend with 
the pichhavai behind the image. When an icon is free-standing, the process is simplified. 
A rectangular or square hanging, such as the majority of those illustrated in this 
catalogue, may be placed directly behind the image. 

The first pichhavai of the day is hung for Shringara Darshana. For the earlier 
showing, when Shri Nathji is awakened (Mangala), the rear wall of the shrine is left 
bare. A second pichhavai or even a third one, depending on the importance of the festival 
is hung during the later darshanas.” This changing is entrusted to a group of mukhiajts 
who are priests appointed by the tilkayata or gosain balaka to oversee the dressing of the 
image and the decoration of the shrine. The chief priest may also perform these duties, 

The type of pichhavai which is to be used on any occasion is governed by tradition. 
Some of these customs date from the period of Vitthalnath. Every aspect of the worship 
including the Shrinagara and Bhoga must be attuned to the mood of the season. Thus, 
no painted pichhavais are hung during the winter months, because they are considered 
to be ill suited to the cooler weather. 

The pieces in the Calico Museum collection are highly representative of the . 
various types of hangings designed for the main temples of the Vallabha Sampradaya 
and the private shrines of the devotees. The largest number of these are the ones made 
expressly for certain festivals. The second smaller group includes the works which have 
no affiliation with a particular day, but are seasonal. Like the seasonal ragas, they are 
intended to evoke the mood of a certain time of year. In the third category are a sub- 
stantial number of hangings which express general themes and are not associated with 
any special day or season. 


(a) Festivals 


The majority of festivals celebrated by the Vallabhacharya Sampradaya focus on the 
events in the history of the sect and the life of Krishna. In addition, there are celebra- 
tions in honour of Parvati, Ram and various other avataras of Vishnu. Although the ma- 
jority of festivals pertain to Krishna, any one which enjoys local popularity may be 
incorporated into the temple calendar. 

There are at least twenty-four main celebrations which are important to all 
the temples. These include the major Krishna festivals based on the well-known stories 
of the Bhagavata Purana and the verses of the bhakti poets as well as the anniversaries of 

historical events. They are commonly illustrated in the border scenes of painted 
pichhavais.* The festivals are: 


Ramanavami Chaitra Shuklag © _—Birthday of Ram 
Mahaprabhuji ka Utsava Vaishakha Krishna 11 Birthday of Vallabhacharya, | i—f 
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Akshaya Tritiya 
Narasimha Chaturdashi 
Fyeshthabhisheka 
Ratha Yatra 
Thakurani Tia 
Pavitra Ekadashi 
Rakshabandhana 
Panchamrita Snana 


Fanmashtame 
Radhashtami 
Dana Ekadashi 
Vaman Dvadashi 
Dashahara 
Sharada Purnima 
Annakuta 


Gopashtamt 
Prabodhini Ekadashi 


Gosainjt ka Utasava 
Vasanta Panchami 
Pata Utsava 

Kunja Ekadashi 
Phula Dola 


Vaishakha Shukla 3 
Vaishakha Krishna 14 
Jyeshtha Shukla 15 
Ashadha Shukla 2 
Shravana Shukla 3 
Shravana Shukla 11 
Shravana Shukla 15 
Bhadon Krishna 7 


Bhadon Krishna 8 
Bhadon Shukla 8 
Bhadon Shukla 11 
Bhadon Shukla 12 
Ashwina Shukla 1o 
Ashwina Shukla 15 
Kartika Krishna 15 


Kartika Shukla 8 
Kartika Shukla 11 


Pausha Krishna 9 
Magha Shukla 5 
Phalguna Krishna 7 
Phalguna Shukla 12 
Chaitra Krishna 1 


Beginning of summer 

Festival of Narsimha 

Bathing of Shri Nathji 

Cart Festival 

Festival of Parvati 

Tying of Sacred thread 

Brother-Sister Festival 

Bathing of Krishna with five 
liquids 

Birthday of Krishna 

Birthday of Radha 

Danalila 

Festival of Vaman 

Ram/’s victory over Ravan 

Gopis dance with Krishna 

Govardhan puja, Krishna 
triumphs over Indra 

Cow Festival 

Marriage of Tulsi and 
Shaligram 

Birthday of Vitthalnath 

Beginning of Holi 

Holi 

Bower Festival 

Flower Festival 


All these utsavas or festivals with the exception of Thakurani Tija are mentioned 
in the works of the Ashtachhapa and appear to have been observed since the time of 
Vallabhacharya and Vitthalnath. Today, the complete list of celebrations is far more 
extensive. Each temple observes additional days in connection with its own swarupa 
or local history. Appropriately, as the main shrine, Shri Nathji Mandira has the most 
imposing schedule of event. Almost everyday is a special occasion. Besides the uésavas 
mentioned above, the celebrations include the birthdays of every tilkayata of the main 
temple and the occasions on which they invited the various swarupas to participate in a 
ceremony with Shri Nathji. In this way, the calendar is continually expanding. As 
recently as 1966, Tzlkayata Govindlal gathered seven of the images at Nathadwara. 
The anniversary of the event is now included in the permanent list of festivals. 

Special hangings are designed for each of these occasions. Generally, they are 
pictorial and illustrate the incident on which a festival is based. In the case of the 
Krishna Jilas these are idealized representations, but those hangings which depict 
actual events; i.e., the gathering of the swarupas by Govindlal, are historical records 
complete with portraits of the participants. The seasonal restrictions are also closely 
followed. During the winter months, the scenes are not painted, but embroidered on 
heavy fabric or patterned in brocades. re 

Although the pigment painted pichhavais are very popular, it is interesting to ~ 
note that they are used more extensively in the smaller temples of the sect. In the — 
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Shri Nathji Mandira and the other major houses of the sect, the jewelled and embroidered 
hangings are preferred, particularly for the important occasions, such as Annakuta 
Fanmashtami, Radhashtami, Gosainjt ka Utsava and Mahaprabhuji ka Utsava. In ieee 
_ instances, the smaller temples may use painted hangings which illustrate the festival 
as it is celebrated at Nathadwara. The most notable example is the Annakuta pichhavai. 
The well-known painted versions are used exclusively in the smaller temples (Plates 39, 
4o and 41). The Shri Nathji pichhavat is similar to the ones depicted behind the images 
in the painted scenes (Plates 7A and 41). | 

The calendar used by the Vallabhacharya Sampradaya is based upon the lunar 
system. The year consists of twelve months which are measured by the intervals between 
the two full moons or new moons. Each of these months are divided into two periods 
which are approximately fifteen days in length. When the moon is waning, the fortnight 
is referred to as the krishna paksha or dark half. When the moon waxes, it becomes the 
shukla paksha or light half. The lunar year is only 354 days long and every 23 or 3 years, an 
inter-calendary month (adhikamasa) must be inserted in order to make the months 
coincide with the proper seasons. When it occurs, all the festivals in the preceding 
month are celebrated twice. If it should fall in Ashwina, however, Annakuta and Divali 
are not repeated. | | 

At Nathadwara, as at Mathura, the temple calendar begins in the Spring 
month of Chaitra, soon after the celebration of Holi. In other areas of India, the temples 
conform to the local new year custom. Thus, in Gujarat, the year commences in 
- Kartika with the festival of Annakuta. The examples from the Calico collection have 
been arranged in accordance with the calendar used at Nathadwara. 


Ramanavami ; 
Ramanavami marks the birthday of Ram, the seventh incarnation of Vishnu and the 
hero of the great epic Ramayana. It falls on the gth of the light half of Chaitra and is an 
important festival in the temple calendar. 

At Nathadwara, its special significance is emphasized by the use of a red doriya 
pichhavai decorated with gold lappa work. A painted hanging which depicts scenes of 
Ramalila is used on the following day. Presently, the celebration is repeated on two 
successive days, so that the younger son of the TiKayata Govindlal may gain experience 
in conducting the ceremonies. This double celebration 1s observed also on Janmashtamz, 
Radhashtami, Gosainji ka Utsava and Mahaprabhujt ka Utsava. 


1 RAMANAVAMI PICHHAVAI: cotton, painted. From Rajasthan. Early 2oth century. 


Accession No. 1093 PLATES 11 and 12A 


Length 225.2cms. Width 121.6cms. 
Colours and technique: 


Ground: White cotton. Painted with blue, various shades of green, yellow, orange, red, brown, grey, black and 
white. Blocks outlined in red and black. 
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This hanging together with No. 2 illustrates the complete story of the Ramayana. Both pieces 
are blocked off in several registers which are further subdivided into small rectangles containing in- 
dividual scenes of Ram’s trials and victories. No. 1 has seven horizontal rows with over sixty five 
separate scenes relating the incidents preceeding Ram’s banishment. Each is identified by an inscription 
in the narrow red band around it but the labels are now worn and difficult to decipher. ‘The story reads 
from left to right. 

In the first pane] Ram and Sita with Ram’s three brothers, Bharat, Lakshman and Shatrughna 
are introduced (1). The following scenes in the top two and a half registers are devoted to tales about 
Shiv and Vishnu and the event which precipitated Vishnu’s appearance on earth as Ram. The main 
story begins in the eleventh panel with Earth, in the form of a cow, and the gods asking Brahma for 
his help in subduing the rakshasa king Ravan (2). Brahma refers them to Vishnu who agrees to be born 
as the son of Dasharath in order to rid the world of the demon plague (3). Below, on Earth, the childless 
Dasharath is performing yagya in hopes that he might be blessed with sons. During the ceremony, the 
god of fire appears with a golden pot containing a magic potion which Dasharath distributes among his 
three wives (4). Soon after, four sons are born and the young brothers are shown playing in the halls of 
the palace (5) and receiving the sacred thread (6). 

One day the sage Vishvamitra arrives at the palace to enlist the aid of Ram and Lakshman in 
subduing two demons who are harassing the rishis (7). Dasharath is reluctant to allow the young boys to 
undertake the dangerous task, but finally he complies with Vishvamitra’s wish (8),and Ram and Lakshman 
defeat the rakshasas (9). Also on this first solo venture Ram frees Ahilya from the curse which her distraught 
husband placed on her when he discovered her infidelity (10). Finally Vishvamitra and the brothers arrive 
at Janak’s palace where Ram catches his first glimpse of Sita (11). Later in the court Ram breaks Shiv’s 
bow thereby winning the contest for Sita’s hand (12). Parashuram unconvinced of Ram’s prowess confronts 
Ram and then withdraws when Ram effortlessly strings the bow of Vishnu (13). After the contest, a 


messenger is sent to Dasharath (14) and he sets out with his other sons for Janak’s palace (15). After the — 


marriage ceremony (16,17) the couple depart (18) and proceed to Ram’s home in Ayodhya (19,20). 


—_ 


2 RAMANAVAMI PICHHAVAI: cotton, painted. From Rajasthan. Early 20th century. 
Accession No. 1094 : PLATES 11 and 12B 
Length 220.5cms. Width 117.6cms. 


Colours and technique: 


Ground: White cotton. Painted with blue, various shades of green, yellow, orange, red, brown, grey, black and 
white. Blocks outlined in red and black. 


| This hanging has six registers with illustrations of over one hundred separate incidents. Just as 
in No. 1 the scenes have been labelled. The main thread of the story begins with Dasharath ap- 
pointing Ram as yuvaraja, his successor (21). Kaikeyi angered that her son will not accede to the throne 
tricks her husband into exiling Ram (22). Dasharath is prostrate with grief as Ram, Sita and Lakshman 
speak with Kaikeyi before leaving (23). The three then mount a chariot which will take them to the 
forest’s edge (24). 

When Dasharath dies (25) Bharat, who has been living with his grand parents, returns (26) and 
upbraids his mother Kaikeyi for her trickery (26). Then he departs to bring Ram back (27). Bharat and 
Shatrughna find Ram (28) and try to convince him to return (29). Their elder brother refuses but sends 
his sandles to be placed on the throne until his fourteen year exile is over (30). Shortly thereafter Ram 
incurs the wrath of Ravan by rejecting the advances of the rakshasa’s sister Shurpnakha, and cutting 
off her nose (31) when she ridicules Sita in a jealous rage. Actually Lakshman struck the injurious blow, 
but here Ram is shown committing the act. In revenge Ravan abducts Sita and takes her to his palace 
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in Lanka while a demon diverts Ram’s attention (32,33). Ram enlists the aid of Sugriv and Hanuman in. 
rescuing Sita (34,35). Hanuman flies to Lanka, presents the ring of recognition to Sita and sets fire to” 
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the palace (36). Then Ram with the armies of Sugriv and Hanuman marches on Lanka (37). Ram 
defeats Ravan (38). At last Ram, Sita and Lakshman return to Ayodhya (39) and the story ends happily 
with Ram’s coronation (40). 
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Nandamahotsava 

Nandamahotsava is celebrated on Bhadon Krishna 9 which is the day after Fanmashtami, 
the birthday of Krishna. It commemorates the great celebration (mahotsava) which 
was held by Nand in honour of his new born son. 

When the birth of Krishna was announced, there was great rejoicing in Vraj. 
The villagers, dressed in their most festive clothes, crowded_into the courtyard of 
Nand’s house to offer their congratulations. Nand greeted his friends warmly and 
distributed gifts among them. The musicians whom Nand had summoned were playing 
and soon the guests broke into singing and dancing. In the ensuing merriment the 
gopas began sprinking each other with curds and milk and playfully trying to push one . 
another down on the slippery floor.” 

At Nathadwara Nandamahotsava is a very festive occasion and the joyous mood 
of the first celebration is recaptured. The pilgrims are doused with milk and curds. 
The priests dress up like Nand and Yashoda to attend to the needs of the new born 
baby. Naynitapriyaji is seated in a golden swing and placed in front of Shri Nathji 
so that he might j join in the celebration. 

Possibly in smaller temples the painted Nandamahotsava pichhavai is used also- 
for Fanmashtami whereas the main temples hang gold lappa work pieces for the birthday. 
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3 NANDAMAHOTSAVA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th or early 


20th century. 

Accession No. 1647 PLATE 13 
Length 235cms. Width 220cms. 

Colours and technique: 


Ground: White cotton. Painted with dark blue, black, two shades of green, yellow, pink, brown, orange, red, 
grey and white. 


The central portion of the pichhavai depicts the Nandamahotsava as it is celebrated at Nathadwara. 
Shri Nathji is in the middle wearing a chakdarjama and suthana with a garland of lotus buds. On his 
head is a turban crowned with a morachandrika of five peacock feathers. In his right arm, he carries two 
lotus flowers and a herding stick. Krishna is flanked by two groups of priests clad in saff-on dhotis. The 
lead priest at Shri Nathji’s right offers arti while the one on his left fans him with a morachhala. In front 
of Shri Nathji, Navnitapriyaji is being rocked in a cradle by Nand and Yashoda. Female devotees with 
their heads and faces modestly covered sit before the shrine. 

Below this scene is a group of dancing men and women. They join hands in a circle around 
Nand. The older men are at the back of the circle while the gopis joined by a number of skirted gopas 
dance in the foreground. 

The third section is a representation of Mount Govardhan, with two scenes from the life of 
Krishna. At the right is the famous Danalila. Krishna and Balaram are shown stopping the gopis as they 
attempt to pass safely through the Dana-Mana Ghati with their pots of milk. As Krishna turns around to 
speak to his accomplices, Balaram reaches out and grabs the rim of one of the pots of milk. In the middle 
of the mountain, a gopa struggles with a bull—perhaps a reference to the battle between Krishna and 
Aristh. On the left side is the Govardhan puja. Krishna manifesting himself as the multiarmed hill 
spizit is accepting the gifts of the villagers. In his honour, they have brought rice, curds and milk to offer 
to him. Directly above this scene is the artists conception of the former temple of Shri Nathji.26 
Also appearing on the mountain are a number of dancing peacocks and their adoring peahens. This 
depiction of Mt. Govardhan is a common motif on pichhavais. 

_ At the bottom is a band of cows frolicking on the banks of the Yamuna. They face inwards 
and look toward Shri Nathji. 

The entire work is enclosed by a double border. The outer margin is filled with a flowering 
creeper. The inside border which edges only three sides of the pichhavai is a series of 27 separate minia- 
ture paintings. At the bottom left, Vitthalnath is shown seated in meditation under a tree. Directly 
opposite in the bottom right corner Vallabhacharya is seen preaching to his two sons. The other scenes 
are events from Krishna’s life. From bottom left: (1) Krishna killing the crane demon Bakasura; 
(2) Vasudev fording the Yamuna with the baby Krishna; (3) Vishnu flanked by a male and a female 
figure; (4) Vishnu appearing to Vasudev and Devaki in Kansa’s prison, four demon guards sit on the 
first floor; (5) Holi; (6) Krishna and Balaram with the cows; (7) Shrine of Balaram and Revati; 
(8) Krishna, Balaram with the cows; (9) Krishna combing Radha’s hair; (10) Krishna, Radha, gopas 

and gopis with the cow herd; (11) Krishna and Radha in palace with Vallabhacharya outside teaching 


a pupil; (12) Krishna and Balaram with cows; (13) Navnitapriyaji in a cradle with Nand and Yashoda ~ 


in attendance; (14) Krishna and Radha in swing; (15) Krishna in the lap of Yashoda; (16) Krishna 
and Balaram with cows; (17) Krishna and gopis in palace; (18) Krishna stealing the saris of the gopis; 
(19) Krishna and Radha in golden palace of Dwarka; (20) Krishna and Radha in swing; (21) Krishna 
and gopis; (22) Krishna and gopis; (23) Krishna and gopis with four armed golden statue; (24) Krishna 
and Balaram with cows; (25) Krishna and Balaram wrestling. ; 

Note that Balaram and Krishna are both depicted as having blue black skin. This is a very 
common feature in Nathadwara paintings. Perhaps this is due to the fact that the Vallabhachari image 


of Balaram at Baldev is also black. Compare border scenes with those of No. 19, Pl. 26; Noy 443~ a 


Pl. 47 and No. 16. 
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4 NANDAMAHOTSAVA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century. 
Accession No. 1471 PLATE 14 


Length 193cms. Width 139cms. 
Colours and technique: 


Ground: White cotton. Painted with black, red, blue, orange, yellow, various shades of green, pink, white, silver 
and gold. 


The composition is very similar to that of No. 3. Again, the focal point is the Nathadwara 
celebration. Shri Nathji wearing a chakdarjama and morachandrika, which is the customary garb for the 
occasion, is attended by two priests. In the foreground Nand and Yashoda rock Navnitapriyaji in a 
golden cradle. The shrine is depicted in cross section. Above Shri Nathji is the sloping roof of the Nya- 
mandira with its kalasha and seven patakas. Hovering over the shrine among the rain filled clouds are 
Indra and Shiv in their vimanas. The gods and their consorts have come to pay homage to the new born 
Krishna. The lower half of the hanging is in poor condition but Nand can be seen impetuously joining 
the gopas in a dance as the cows look on. 

The entire composition is bordered by a flowering creeper motif. Within its edges are a series 
of shrine scenes which show Shri Nathji as he is dressed for various festivals. They illustrate the twenty- 
four festivals which were previously described (See pp. 13-14). There are also portraits of Vitthalnath 
with his seven sons (bottom left) and Vallabhacharya with his disciples (bottom right). 


5 NANDAMAHOTSAVA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century. 
Accession No. 1436 : PLATE 15 

Length 198cms. Width 180cms. 

Colours and technique: 


Ground: White cotton. Painted with black, grey, white, midnight blue, two shades of green, yellow, pink, flesh, 
orange, silver and gold. 

Only the central portion of the pichhavai remains. Shri Nathji with splayed feet and uplifted 
arm stands in the middle. At his right a priest offers arti. On the other side, two figures are in attendance. 
The older one waves a morachhala. The younger one, who might be the son of one of the priests, holds 
a fly wisk. At the far right is an indistinct figure who faces away from the shrine. Nand and Yashoda 
sit before Shri Nathji attending to Navnitapriyaji. As Yashoda rocks the cradle, Nand sits on the opposite 
side holding a fly wisk and his herding stick. There is no border. 


6 NANDAMAHOTSAVA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th or early 
20th century. 


Accession No. 1469 PLATE 16 
Length 274cms. Width 380cms. 
Colours and technique: 


Ground: White cotton. Painted with white, blue, green, yellow, pink, flesh, vermilion, red ochre, brown, silver 
and gold. . ~ 


The pichhavai illustrates the festivities which took place in Gokul when Krishna was born. 
The setting is Nand’s palace near the banks of the Yamuna. In the open courtyard a group of gopis and= 
gopas have begun dancing. Anachronously Vallabhacharya (profile), Vitthalnath (full face) and four - 
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other members of their family are shown joining Nand and the villagers in the dance circle. Some of 
the gopas playfully splash the dancers with milk while others carry in fresh supplies. 

Within the palace Nand and Yashoda are seated beside the cradle of the sleeping Krishna. On 
the sides are groups of gopis who have come to admire the baby and lull him to sleep with their songs. 
The ones nearest the cradle stand in the posture of balaiyan, a gesture which is supposed to ward off 
the jealous glance of evil. After passing their hands over the head of Krishna they crack their knuckles 
against their temples as a token of taking his misfortunes upon themselves. 

At the far left Nand sits with a group of Brahmans who are reciting mantras for the occasion 
of this auspicious event. In front of them are “.. . . cows adorned with ornaments and the seven moun- 
tain like heaps of seasamun seeds covered with gems, gold dust and red cloths,”’ which Nand presented 
to the holy men.?’ 

The right section shows a charana and charani performing in front of Nand. They sing virudavali 
in celebration of the birth of the child. At the same time a dancer and a group of accompanying musi- 
cians perform below. 

Above the cloudy sky, which is characteristic of the rainy month of Bhadon, there is a string 
of fifteen scenes. Among these are the portraits of Vitthalnath (second from left) and Vallabhacharya 
(second from right) as well as the famous clothes-stealing episode (fourth from right). The standard 
creeper border edges three sides of the composition. 

Note: The top border and the fifteen scenes are joined later from another pichhavai. 


4 NANDAMAHOTSAVA PICHHAVAIT: _ cotton, painted. From Nathadwara. Early 2oth century. 


Accession No. 1437 | | PLATE 17 AND COLOUR PLATE I 
Length 220cms. "Width 172cms. 
Colours and technique: 


Ground: White cotton. Painted with white, black, brown, blue, green, yellow, orange and crimson. 


The piece is composed of two fragments from a larger Nandamahotsava pichhavai. They are sewn 
together in the middle. The right half depicts a small part of the Gokul festivities. At the top, a number 
of dhoti-clad villagers have locked arms in a circle dance. Four gopas douse them with milk. Below, 
other gopas have formed another dance circle. Two of these, in a spirit of fun, have donned cow masks. 
At the bottom two men enter accompanied by a band of musicians. 

The left half contains three of the scenes which would have formed a border for the central 
theme. At the top Vallabhacharya sits against a large cushion and talks with three of his disciples. One 
bows low and touches his feet as a sign of respect. In the center panel white haired Vitthalnath sits 
in a yogic position (performing Sandhya rites) surrounded by his seven sons. The bottom scene shows 
Vasudev wading across the Yamuna with the baby Krishna. Nand’s palace is in the background. 


8 NANDAMAHOTSAVA SINHASANA: cotton, painted. From Nathadwara. Early 2oth century. 


Accession No. 1431 PLATE 18A 
Length 114cms. Width 89cms. 
Colours and technique: 
nae Shenton Are with white, black, blue, three shades of green, yellow, flesh, pink, two shades of 
_The sinhasana is painted in the shape of a peaked throne back. Perched on its sloping sides pl : 
two pairs of parrots. hs scenes within the flowered border repeat the theme of the Vi andamahotsava — a 
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pichhavais. Beneath a tasseled canopy, Navnitapriyaji is rocked by Nand and Yashoda. Another female 
devotee stands at right in the posture of balaiyan. Auspicious symbols surround the cradle scene. From 
left to right—sun, hand prints, swastika, lotus medallion, swastika, foot prints and a crescent moon. 
Below the cradle the dancing villagers celebrate the birth. 

The remaining part of the sinhasana is filled with scenes from the life of Krishna. The chrono- 
logical sequence of the episodes forms a spiral pattern around the central event. In the bottom left 
corner Vasudev protected by Seshnag and a tiger fords the Yamuna with Krishna on his head. 
The next scene finds Krishna and Balaram pestering Yashoda as she attempts to churn butter. On the 
right the baby Krishna is shown sucking the life from the demoness Putana. Krishna and Balaram are 
then faced with a succession of challenges. They defeat the crane demon, (Bakasura), overcome the asura, 
Byoma, and slay the mad elephant Kuvalayapid. Finally they destroy Kansa, the wicked king who 
has been responsible for their exile from Mathura. 


9 NANDAMAHOTSAVA SINHASANA: cotton, painted. From Nathadwara. Early goth century. 
Accession No. 1464 : | PLATE 18B 
Length 73cms. Width 46.8cms. 
Colours and technique: | 
Ground: White cotton. Painted with black, grey, two shades of red, three shades of blue, two shades of yellow, 
two shades of green, orange and white. _ | 


It is similar in content to No. 8. Six parrots perch atop the throne back. The upper portion 
contains a series of auspicious symbols and decorative motifs. On either side of Krishna’s lotus pedestal 
are an urn and peacock. Above it is a dancing peacock flanked by a human-faced sun and crescent 
moon; below are a conch and chakra. The remaining scenes duplicate the popular tales recorded on the 
previous sinhasana—Balaram and Krishna disrupting Yashoda’s churning, Vasudev carrying the baby 
Krishna, Krishna and Balaram slaying the crane demon and the mad elephant. At the bottom, on either 
side of the rejoicing villagers, Vasudev is shown in Gokul exchanging the babies (right) and Krishna 
and Balaram kill Kansa (left). 


10 NANDAMAHOTSAVA KHANDAPAATA: cotton, painted. From Rajasthan. Early 2oth 
century. 
Accession No. 1465 
Length 67cms. Width 41cms. 
Colours and technique: 
Ground: White cotton. Painted with red, pink, yellow, green and blue. . 

In this folk painting for Nandamahotsava are illustrated many objects which are associated with 
Krishna’s youth and growth into manhood. Within the pentagonal design are drawn a four legged 
swing-like cradle surrounded by toys, a decorated cot, butter churn, flute and sword, the instrument 
which Krishna used to slay Kansa. These are accented with an entwined garland of rosettes and a pair 
of peacocks. A flower festoon hangs over the scene. Atop the elongated pentagon are three lotuses, 
a pair of parrots and two sets of five hand prints. 


The festival of Danalila (taking of the toll) occurs on Bhadon Shukla 11 ( ekadashi) - 
Unlike many of the other celebrations which have their origins in the stories of the i 
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Puranas, the Danalila is found among the verses of the bhakti poets. Itis the tale of Krishna’s 
demand on the gopis for a toll of milk in return for their safe passage homeward. Ac- 
cording to the legend of Vraj, the incident occurred at a break in Mt. Govardhan 
which has come to be known as the Dana Ghati (toll pass). 

Some Danalila pichhavais like the ones in the Calico Museum collection depict 
the entire story. Others merely suggest the incident by portraying ‘Shri Nathji ap- 
proached by a number of gopis bearing milk pots on their heads. 


11 DANA EKADASHI PICHHAVAI: cotton, painted. From Nathadwara. 2oth century. 


Accession No. 1185 PLATE 19 
Length 192.4cms. Width 152cms. 
Colours and technique: 
Ground: White cotton. Painted with dark blue, two shades of green, yellow, pink, rose, orange, brown, white, 
silver and gold. 


The scenes of the pichhavai form a continuous narrative tale of the Danalila. At the top Krishna 
stands at the Dana Ghati and calls his friends to join him in his ambush of the gopis. The gopas hasten 
toward him leaving their cows to graze on the rocky slopes of Mt. Govardhan. In the middle section 
of the pichhavai Krishna dressed in a kachhani and suthana with a morachandrika, had intercepted the gopis — 
and tries to persuade them to give him their pots of milk. When they refuse he hooks the rim of the nearest 
milk pot with his herding stick and spills it. A wary Balaram stands behind his brasher brother. The 
other gopas discuss the matter among themselves. One approaches a gopi with an outstretched hand 
but she turns her back on him. Another gopa faces away from the gopis and appears to give up. Finally 
the gopis relent and in the foreground one of them off-rs milk to a kneeling gopa. 

At the very top in the narrow band of sky are Indra, Shiv, Vishnu and Brahma in their 
vimanas. The entire work is enclosed within the standard flowered border. 


12 DANA EKADASHI PICHHAVAI: cotton, net needle work (netznadelarbeit). From Germany. 
Early 20th century. Designed after Nathadwara pichhavai. 


Accession No. 453 | PLATE 20 
Length 218cms. Width 177.4cms. 
Colour and technique: 

Coarse machine made white lace. 


The gopas led by Krishna have stopped the gopis as they pass through the ghati. Krishna reaches 
out and grabs the wrist of the nearest one. She is caught off balance and the milk spills. An eager gopa 
— catch it in his mouth before it reaches the ground. Balaram and the other gopas applaud Krishna’s 

oldness. 

On the mountain, in a grove of trees, is an unidentified palatial structure. The two chhataris at _ 
the ghati are Danaghara and Managhara. In the lower right corner a gopi with her water pot approaches 
another palatial structure. In the Yamuna below are two octagonal buildings. 

The entire pichhavai is surrounded by a double border. The inner one is filled with cows and 
punctuated at both the top and bottom with palmette like flowers. The outer border contains a large 
number of dancing peacocks interwoven with a leafy vine. — 

; Lace pichhavats were made in Germany for export. This type of work was very popular. — 
in Northern Germany in the 18th and 19th centuries. At first they were made by hand and then later 
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machine woven. The variation in composition (compare with No. 11) and the unusual vegetation 
(suspended bower) above Krishna's head are perhaps attributable to its foreign execution. 


13 DANA EKADASHI PICHHAVAI: cotton, net needle work (netznadelarbeit). From Germany. 
Early 20th century. Designed after Nathadwara pichhavai. 


Accession No. 496 
Length 198cms. Width 188cms. 
Colour and technique: 

Coarse machine made white lace. 


It is identical to No. 12 but is in a very poor condition. Sections of Mt. Govardhan and the 
landscape are missing. Stains appear on the ghaghras of the gopis and the dhotis of the gopas. The bottom 
edge is badly frayed. 


14 DANA EKADASHI PICHHAVAI: cotton, painted. From Nathadwara. 2oth century. 
Accession No. 1434 . PLATE 21 
Length 283cms. Width 210.4cms. 
Colours and technique: 

Ground: White cotton, Painted with black, blue, green, yellow, orange, red, white, silver and gold. 


At the top of the pichhavai is a representation of Mt. Govardhan. The standard composition 
has been reversed. The temple is on the right and the Dana Ghati is at the left. Krishna and two gopas 
have left their herd and have stationed themselves close to the pass. The rest of the pichhavat is broken 
into seven registers which contain numerous accounts of Krishna’s confrontation with the gopis, a true 
Mahadana. Repeatedly, he requests the toll but the gopis refuse. The pattern is broken only at three places 
by different scenes. In the upper left corner. Krishna and two gopis are depicted within a bower. At the 
right end of the third register Krishna and Balaram are shown trapping two gopis as they emerge from 
the pass. In the bottom right corner Krishna finally triumphs. He embraces Radha and they disappear 
into a shady bower. A flowered border surrounds the work. 


15 DANA EKADASHI KHANDAPAATA: cotton, painted. From Rajasthan. roth century. 
Accession No. 2363 PLATE 22 
Length 62cms. Width 62cms. 


Colours and technique: 3 
Ground: White cotton. Painted with white, red, orange, two shades of pink, flesh, two shades of green, two shades 
of blue, yellow ochre, purple and gold. - 

Adhering closely to the Danalila theme the central scene of this square paala shows Krishna 
grabbing and spilling the milk pot of a reluctant gopi. The mischievous cowherd is dressed in a dhoti and 
flowing patka. His paga is adorned with jewels and a peacock feather. The surrounding floral borders 
contain standard motifs. An alternating flower and leaf pattern fills the inner one while the broader 
outer band contains large blooming flowers and buds interspersed with a leafy creeper. Each side of the 
paata is edged with four decorative pointed flaps which would hang down to frame the central square. 
In each a cowherd grabs the rim of a gopi’s precariously balanced milk pot and a milky water-fall 
cascades to tl \ } ner right is missing. ——————— 

s to the ground. One flap at upper right is missing AGRCA. ne 
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Vraj Yatra | 

The term Vraj Yatra refers to a religious procession (yatra) in which pilgrims travel 
through Vraj visiting the sacred spots associated with Krishna’s lilas. The devotees 
begin in Mathura, the birth place of Krishna and move in a clockwise direction around 
the city. Finally after passing through the villages of Mahavana and Gokul they re- 
cross the Yamuna and return to Mathura and the spot of Krishna’s victory over Kansa. 
Traditionally the pilgrims visit thirty six groves (vanas) which are the important holy 
sites. Hence the journey is sometimes referred to as the Vana Yatra. It is an arduous 
pilgrimage which takes several weeks to complete.”* 

In the temples of the Vallabha Sampradaya, Vitthalnath’s and Vallabhacharya’s 
circumambulations (pradakshina) of Vraj are commemorated with a Vraj Yatra pichhavai 
which is a pictorial map of the sacred area. It is hung in the late afternoon from Bhoga 
Darshana to Shayana Darshana for almost the entire month of Ashwina. Sanjz, the gather- 
ing of flowers, is also celebrated at this time, and in the evenings the floor of the shrine 
is covered with intricate patterns of fragrant petals. 


16 VRAJ YATRA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century. 
Accession No. 2062 PLATE 23 
Length 218cms. - Width 222cms. 

Colours and technique: 


Ground: White cotton. Painted with midnight blue, various shades of green, yellow, pink, orange, various shades 
of red, violet, brown, grey, silver and gold. 


The central portion of the pichhavai is a pictorial map of Vraj which describes the bounds of 
the Vraj Yatra. Within the sacred area each village and grove is illustrated with an incident from 
Krishna’s life which is traditionally associated with the location. 

A silvery Yamuna filled with fish and lotuses dominates the country landscape. At the right, 
in the crook of the river, is the city of Mathura which is the starting point for the Vraj Yatra. Kansa’s 
palace with its large open countryard is visible within its walls. The pilgrimage route quickly leads away 
from Mathura to the slopes of Mt. Govardhan, the bluish rocky mass in the center of the pichhavat. 
On the left side of the low lying hill villagers are shown offering food to Krishna when he disguised 
himself as the hill spirit. Above, in the temple, the festival of Annakuta which originated with the Govar- 
dhan Puja, illustrated below, is being celebrated. On the right of the mountain at Dana Ghati, Krishna 
demands the toll from the gopis. The next major stop on the pilgrimage is Chandrasarovara (moon lake) 
which is directly below Mt. Govardhan. On the shore of the shimmering lake, Krishna is shown enjoy- 
ing the Rasa Lila with the gopis. As the course of the journey continues the pilgrims visit Kamvana (upper 
left corner), Barsana, the birth place of Radha (edge of pinkish hill) and Nandgrama, the home of Nand 
(upper center). The scenes in the upper part of the pichhavai concentrate on Krishna’s play with the 
gopis. At the left, on the banks of the Yamuna, Krishna sits in the kadamba tree with the stolen saris 
(Chira Ghata). Below him in the water the nude gopis plead for the return of their clothes. The route 
continues to follow the course of the Yamuna. In the river at Vrindavana, Krishna is shown subduing 
the serpent king, Kaliya. A triumphant Krishna stands on the drooping head of the snake while his 
two wives beg for mercy. The circuitous path around Mathura then leads to Baldev where a shrine to 
Balaram and his wife Revati has been erected (lower right corner). Within the temple is a black stone 
image of Balaram which some scholars have confused with Shri Nathji. Unlike Shri Nathji Balaram 
stands with his right hand above his head and holds a wine cup in his left hand. Also a snake canopy” 
appears above his head. Balaram is often the main subject of pichhavais. The pilgrims then finally reach : 
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Mahavana and Gokul which were the sites of Krishna’s early childhood. In the river at Gokul, 
WVasudev is shown carrying the baby Krishna in a basket on his head. Below at Mahavana, Nand and 
the villagers celebrate the birth of Krishna. Nearby on the sandy bank, which is labelled Barjadghata, 
Krishna is caught putting mud into his mouth by Yashoda. The pilgrimage ends in Mathura at the 
Vishrama Ghata where Krishna bathed and rested after killing Kansa. 

The map has been reinforced at two places in the middle section. Also the paint has rubbed off 
in many areas making identification of the scenes difficult. Many of the labels which customarily identify 
the vanas are worn away. The entire map is edged with a faded floral border. 

In contrast, the outer borders are bright and bold. A series of eight vimanas edge the top of the 

pichhavai. Indra, Brahma, Shiv and possibly Narad may be counted among their number. This is fol- 
lowed by a band of cows which is broken at the top by a dancing peacock and at the bottom by a pair 
of fighting bulls. The standard floral creeper forms the outer border. This area appears to be a later 
addition. 
BIBLIOGRAPHY: Walter Spink, Avishnamandala, Ann Arbor, 1971, p.10. Balaram pickhavais, 
Pratapaditya Pal, Indo-Asian Art from the Fohn Gilmore Ford Collection, Baltimore, 1971, pl. 45 and A. K. 
Coomaraswamy, Catalogue of the Indian Collections in the Museum of Fine Arts, Boston, Part V, Rajput Painting, 
Cambridge, Mass., 1926, pp. 145-146. 


17 VRAJ YATRA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century or early 
20th century. 


Accession No. 1330 PLATE 24 


Length 193.2cms. Width 180cms. 


Colours and technique: 


Ground: White cotton. Painted with dark blue, various shades of green, yellow, orange, various shades of red, 
violet, grey, brown, silver and gold. 


It is another representation of the sacred area of Vraj and is almost identical to the previously 
discussed piece (No. 16). All the major sites formerly mentioned are also illustrated in this work. 
Mathura is depicted in the bend of the Yamuna. To the east of the city are the loaf shaped mountains 
of Govardhan and Barsana. In the lower part of the pichhavai, which is badly damaged, are the villages 
of Mahavana and Gokul. Slight shifts in location have been made to accommodate the vertical format. 

Some of traditional illustrations are more clearly visible. In a meadow near Mt. Govardhan 
Krishna and Balaram engage in a game of field hockey. Nearby the Mansi Ganga snakes its way through 
the countryside to feed the Govardhan Kunda. | me 

It is customary to identify each site and several of these labels are still legible. On the right 
bank of the Yamuna a small structure is labelled Lohvana ki lila, the site of Krishna’s victory over Lokasura. 
At the top of the pichhavai on the left bank of the Yamuna a label near the large city reads Nand Ghata 
ki lila. It refers to the occasion when Krishna rescued his father Nand from Varun. This pichhavat is 
also in poor condition and has been patched in many places. 


Sharada Purnima is the festival of the autumn moon and the anniversary of the Rasalila. 

It occurs in Ashwina which is the first clear month following the stormy monsoon 

season. ote = 

_ According to the Puranas, Krishna called forth the gopis for the promised Rasalila on | 
a night when the forest was illuminated with the silvery beams of full autumn moon. | 
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At the sound of his flute the gopis left their homes in such haste that their husbands 
went unfed and the bread burned on the griddle. They raced to be with their beloved 
Krishna and soon they were sporting with him in the waters of the Yamuna. Each gopz 
considered herself to be the most favoured and their arrogance so annoyed Krishna that 
he disappeared. The search and pangs of separation which followed were unbearable 
for the gopis. At last Krishna, convinced of their sincerity, reappeared and engaged 
the gopis in the exhilarating dance of the Rasa Mandala. | 

The celebration of the festival begins a few days before the purnima (full moon). 
The pichhavais used during this period depict a variety of scenes from the Rasa Pancha- 
dhyayi. At Nathadwara a simplified Rasa scene with Krishna surrounded by a few gopis 
is used in Ashwina Shukla 8 when the waxing moon is only half full. The Maharasa 
pichhavai with the complete circle of whirling gopis and Krishnas is reserved for the 
full moon on the 15th. All the other accessories and decorations for the occasion are 
white in imitation of the opalescent full moon. 


18 SHARADA PURNIMA SIRI: cotton, painted. From Nathadwara. 20th century. 


PLATE 25 
Accession No. 2158 


Length 121cms, Width 43cms. 
Colours and technique: 


Ground: White cotton. Painted with white, grey, black, blue, green, yellow, flesh, pink, brown, with touches 
of silver and gold, alizarine rose madder, deep cadmium red. 


In the center is the Nijamandira of the Shri Nathji Mandira as it appears decorated for the Sharada 
Purnima. A painted pichhavai with four dancing gopis is suspended from a pole at the back of the shrine. 
Shri Nathji is dressed in a kachhani and the pithaka has been covered with a white thare vastra. A fan 
swings above his head. Two priests are in attendance. A large number of devotees have gathered in the 
Dolativart which is incorrectly depicted as a double gallery flanking the shrine. Actually it is a long hall 
directly opposite Shri Nathji (Plate 5A). It is separated from the Nijamandira by a small room called 
the Mani Kotha (foreshortened in painting). The triple arched doorways covered with iron gratings are 
on only one side of the Dolativari. Among the worshippers in the hall are a number of musicians who 
accompany themselves as they sing the appropriate kirtanas. Two sanyasis may also be counted in the 
number of devotees. Interestingly there are no women depicted. In the Vallabhacharya Sampradaya 
men and women have equal status and usually experience the darshana together. At either end of the 
composition is a floral motif which would have matched the border pattern of the companion pichhavai. 


19 SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century. 
Accession No. 326 PLATE 26 
Length 228.7cms. Width 177.9cms. 

Colours and technique: 


Ground: White cotton. Painted with shades of blue, dark and light green, yellow, pink, flesh, brown, scarlet, 
crimson, white, grey, silver and gold. 


___ Shri Nathji dressed in a tricolour kackhani and- morachandrika is poised between two groups of 
_ gopts who approach him for the dance. With joined hands and raised arms they request his participa=_ 2 


tion in the Rasa Mandala. One gopi offers to take his right hand while another reaches to clasp his left. } 
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It is a very festive scene. The gopis are wrapped in brightly coloured orhnis with bold patterns, 
The forest lush after the monsoon rains 1s bursting with mango trees, palms, plantains and kadambas. 
Above, in the starry moonlit sky are the gods in their vimanas. Among them are Brahma, Indra, Shiv 
and Narad raining flower petals on the dancers below. At the bottom is the depiction of Mt. Govardhan 
with the scenes of Govardhan puja and Danalila. 

The border contains twenty-six illustrations of site in Vraj connected with Krishna’s childhood. 
Each is labelled. From the bottom left corner they read Mahavana, Lohvana, Kamorvana, Baldeviji, 
Talvana, Vilasvana, Shyamdhaka, Kamvana (upper left corner), Bhojanthari, Nandgrama, Sanketvana, 
Barsana, Kadamkhandi, Gokhilavana, Kamodvana, Nandghata, Chirghata, Velvana, Bhadravana, 
Bhandirvana, Mansarovara, Vrindavana, Behulavana, Ravalasila, Mathura and Gokul. Many times the 
name of the site is derived from the incident which occurred on the spot, e.g., Chirghata is where 
Krishna stole the gopis’ saris, while they bathed in the river. A standard creeper motif edges the entire 
composition. 

Compare border scenes with No. 3, Pl. 13 and No. 44, Pl. 47. Also see Nos. 16 and 17. 


z0 SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century. 
Accession No. 1470. PLATE 27 

Length 167cms. Width 147¢cms. 

Colours and technique: 


Ground: White cotton. Painted with two shades of green, yellow, flesh, orange, red ochre, grey, black, silver 
and gold. 
The scene is similar to No. 19 except that the setting is the central shrine at Nathadwara. 
Shri Nathji is dressed in a dancing skirt appropriate to the occasion. The pithaka and paata are covered 
with white zari material. 


The pichhavai behind Shri Nathji contains four gopis dancing in the forest of Vrindavana. Ther 
colourful ghaghras flare out as they lift their feet to the music of unseen musicians. Strands of pearls hang 
from their necks and their arms are adorned with bracelets of gold. Indra, Brahma, Vishnu and Shiv 
with their consorts preside over the scene in their vimanas. 

Below, a dancing peacock prances on the slopes of Mt. Govardhan between the scenes of 
 Danalila and Govardhan Puja. Originally the band of cows at the bottom grazed near the Yamuna, 
but the section showing the river is now missing. | 

Around the central scene are twenty-six panels, The portraits of Vitthalnath (bottom left) 
and Vallabhacharya (bottom right) are damaged, but the other scenes of the twenty-four utsavas are 
in good condition. A floral creeper edges three sides of the pichhavai. Gopis’ faces are retouched. 


= 


BIBLIOGRAPHY: Robert Skelton, Rajasthani Temple Hangings of the Krishna Cult, New York, 1973; 
Pl. 7. 


21 SHARADA PURNIMA PICHHAVAI: satin, applique, From Gujarat. 2oth century. 
Accession No. 1502 PLATE 28 


Length 177.4cms. _ Width 2r12cms. 
Colours and technique: : 
Ground: Orange satin. Patches of white, blue, green, purple, saffron, and malmaison rose silk with gold and a. 
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In a grove of bright green plantains four dancing gopis surround Shri Nathji. They are dressed 
in deep violet ghaghras and rose coloured orhnis in striking contrast to the orange background. Shri Nathji 


wears a morachandrika and kac 
moon, is a deer, the animal which draws the chariot of the moon. Two cows and their calves join the 


dancing gopis. Below is the dark blue water of the Yamuna lined with ghaias of silver threads. A silver 
band borders the central scene. 


22 SHARADA PURNIMA PICHHAVAI: cotton, painted and stencilled. From the Deccan 
(Acquired from Kankroli collection). Late 18th century. 


Accession No. 82 PLATE 29 and | 
COLOUR PLATE II 
Length 235cms. Width 221cms. (FRONTISPIECE) 


Colours and techniques: 


Ground: Dark blue cotton. Painted with gold and touches of red, pink, flesh, orange, yellow, purple, blue, green, 
grey and white. Figures possibly traced from stencils. 


A fluting Krishna in éribhanga position stands beneath the sheltering boughs of a kadamba dressed 
in a dhoti and flowering patka. The enchanting notes of his magic flute have enticed the gopis into the 
forest. They approach him arrayed in their finest saris. Even the cows are infatuated with the music 
and one bends to lick the feet of the gifted musician. The two peacocks above in the kadamba and the 
parrots in the mango trees also seem to pause, mesmerized by the melody of the flute. Below is the 
Yamuna filled with fish, crabs and water snakes. In the sky above are four vimanas and a human faced 
moon. SE 
This central scene is surrounded by a double border. The outer margin contains an elaborate 
floral motif which is outlined by bands of flowers. These bands cross at the four corners. The inner 
border contains twenty-eight gopis in individual panels. Each carries a flower, fan garland or fly whisk 
and focuses her attention on Krishna. 


23 SHARADA PURNIMA PICHHAVAI: cotton, painted and stencilled. From the Deccan. Late 
18th or early 19th century. 


Accession No. 2063 PLATE 30 
Length 206cms. Width 232cms. : 
Colours and techniques: 


Ground: Dark blue cotton. Painted with silver and gold and touches of white, flesh, yellow, rose, two shades of red. 


Although the pichhavai is badly damaged the central portion which shows Krishna sporting with 
the gopis remains intact. Four of the gopis join Krishna in dance. Four others accompany them on the 
manjira (cymbals) and drum. Krishna is dressed in a kachhani and patka. The peacock plume of his crown 
is partially missing. The gopis have pulled the ends of their saris over their heads but the chutillas which 
they have braided in their hair are still visible. 


The rest of the pichhavai has been skillfully patched with pieces from the matching siri, paata 
or khandapaata and fragments of what was once the lower portion of the hanging. At the bottom the 
two miniature versions of the main theme were probably the siri and khandapaata (or paata). Sections 


of the buccolic scene which once filled the lower half of the pichhavai have been used to patch the trees 


and floral border. As a result, there is a strange assortment of cows and cowherds suspended in mid air. 


The sky with a full moon and four vimanas remains untouched. A wide floral border edged by two- 


hhani dotted with silver decoration. Above, within the horns of the crescent . 


narrow bands of vines surrounds the entire work. Figures are traced from stencil. Ah 


nal 
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24 SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Early goth century. 
Accession No, 2201 PLATE 31 

Length 315cms. Width 372cms. 

Colours and technique: 


Ground: White cotton. Painted withbluc, two shades of green, two shades of yellow, orange, saffron, rose, white, 
grey, black with touches of silver and gold. 


_ Within the shrine at Nathadwara, Shri Nathji stands against a white backdrop. The /addu box 
and jhari are at his feet on either side of the siri. He wears a kachhani with suthana in preparation for the 
dance. On either side of him are scenes of the Rasa Mandala. Krishna has multiplied himself so that each 
gopi has a partner. At the left he not only dances with the milkmaids but also accompanies them on his 
flute, In the circle at the right he sports with his beloved Radha. 

Fourteen other gopis playing a variety of instruments, provide the music for the dance. Eight 
deities in their vimanas preside over the festivities. Below the main scene is the standard depiction of 
Mt. Govardhan. 

There are thirty-three miniature scenes bordering the main subject. Besides the usual twenty- 
four utsavas and the portraits of Vitthalnath and Vallabhacharya there are two panels dedicated to 
Navnitapriyaji (bottom left) and Balaram (bottom right), four lotus medallions at the corners and the 
baby Krishna floating on the banyan leaf (top center). A flower border edges the central scenes as well 
as the side panels. 


25; SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Mid 19th century. 
Accession No. 2180 PLATE 32 
Length 225cms. Width 179cms. 
Colours and technique: 
Ground: White cotton. Painted with white, grey, blue-black, yellow, flesh, orange with touches of silver and 
gold. 


In a flower strewn clearing on the banks of the Yamuna, Krishna has multiplied himself eight 
times and engages eight pairs of gopis in a circle dance. In the middle a fluting Krishna is attended by 
four gopis who praise him and carry morachhalas. Gopi musicians accompany the dancers. As the dancers 
swirl around in delight the gods and their consorts look down from their vimanas in the sky and “the 
wives gazing on this pleasure, enviously to themselves were saying that ‘Had we been born in Vraj, 
then we also had danced and sported with Hari’.””? 

‘The border contains scenes of Krishna’s life in Vraj. They are not labelled which makes the 
identification difficult, but their content is essentially the same.as the panels of No. 3. The lower scenes 
and the creeper border are very badly damaged. 


26 SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Mid 19th century. 
Accession No. 1435 | | PLATE 33 
Length 182cms. | Width 200cms. 


Colours and technique: 
Ground: White cotton. Painted with white, black, red, yellow, orange, blue, shades of green, and gold. 
The composition is very similar to No. 25 with only slight variations. Shri Nathji leads the gopzs 
in the Maharasa multiplying himself so that each gopi has a partner. In the middle of the circle his 
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stationary figure is attended by two gopis. The kadambas and plantains form a semi-circle around the 
group. Only shadows of the accompanying gopi musicians remain in the foreground; at the bottom is the 
river Yamuna. 

The floral and cow borders are also very faded. The asymmetrical composition of the vimanas 
and the missing right border suggest that this was a part of a larger pichhavat which probably resembled 
No. 24. 


27 SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth century. 
Accession No. 1400 PLATE 34 

Length 132.2cms. Width 66cms. 

Colours and tefleniciue : 


Ground: White cotton. Painted with black, red, pink, violet, orange, yellow, green, blue, white with touches of 
gold and silver. 


This fragment of a Rasa Mandala pichhavai depicts a segment of the dance circle and four of the 
accompanying musicians. At left, two heavily bejewelled gopis reach out to clasp the hands of the other 
dancers. On their heads they wear gem studded sara paitis (head bands) and rakhdis (forehead ornaments) 
with karnphulas (ear flowers) and jhumkas (bell pendants). Delicate nathas (nose ring) adorn their noses 
and strands of pearls encircle their necks and waists. Their gold bracelets with tassel ties glitter in the 
moonlight while the tinkling of their anklets adds to the music of the cymbals and drum. At the right, 
the gopi musicians, similarly attired, are playing the manjira (cymbals), israja (stringed instrument) 
and drums. One gof? is the singer and is shown clapping her hands in time with the music. The bloom- 
ing lotuses at the bottom suggest the nearby waters of the River Yamuna. The faces of gopis are retouched. 


28 SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth century. 
Accession No. 1466 | PLATE 35 

Length 52cms. Width 46cms. 

Colours and technique: 


Ground: White cotton. Painted with white, grey, black, blue, two shades of green, yellow, flesh, orange, 
aluzarine rose madder, silver and gold. 


Although the bottom half of the pichhavai is missing, it appears to be identical in composition 
to No. 25. In a forest setting Krishna dances between pairs of gopis who are dressed in brightly coloured 
orhms accented with gold butis. The easily identifiable vimanas of Indra, Brahma, Shiv and Narad 
hover in the night sky. 


Ninteen border panels which depict the different shringaras worn by Shri Nathji on various 
festivals remain. From bottom left they are Nandamahotsava, Rakshabandhana, Panchamritsnana, Radhashtami, 
Panitra Ekadashi, Dana Ekadashi, Vaman Dvadashi, Dashahra, Sharada Purnima, Annakuta (top middle), 


_ Bhatdiwija, Gopashtamt, Gosainji-ka-Utsava, Prabodhini Ekadashi, Vasanta Panchmi, Patotsava, Kunja Ekadashi, 
: Phila Dola and Ramanavami. The floral border is in poor condition. 


” } zg SHARADA PURNIMA PICHHAVAI: cotton, painted. From Rajasthan. Late 19th century. 


| "Mpa cst No. 2080 PLATE 36A and 
| COLOUR PLATEIII ; 


Length 140cms. Width 167cms. 
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llustrated on Plate 36A. 
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No, 29 (Acc. No, 2080). The entire pichhava 


III PICHHAVAT (detail) 








Colours and technique: 


Ground: White cotton. Painted with white, grey, blue-grey, sky blue, light and dark olive green, mistletoe 
green, yellow ochre, marigold yellow, flesh, pink, orange, light sienna red, tyrian rose and silver. 


_ The gots join hands in dance and form a semi-circle around a kadamba tree symbolic of the 
missing Krishna. They have drawn their orknis over their heads and as they dance both the orhnis and 
ghaghras flare out in bell shaped curves. Beyond the rise of the hill six gopi musicians can be seen provid- 
ing the accompaniment for the dancers. Within the circle in a shower of moonlight are four fluting 
gopas who-have joined the group with their herd of cows and calves. The cows are festively decorated 
with tassels and handprints. The scene takes place in the forest of Vrindavana near the banks of Yamuna. 
In the waters of the river are lotuses and a large variety of fish, turtles and ducks. Two boatmen play 
their barges nearby. An amusing note is interjected by the monkey who peers into the water from the 
steps of the ghata and looks at the moon’s reflection with wonder. In the sky above are two winged 
female figures showering the gopis with flower petals. Four deities appear in similar vimanas which are 
not distinguished by different prow heads. The surrounding border contains alternating colours of irises 
wreathed in swirls of leaves. 


Although the composition is, obviously derived from Nathadwara works, the execution of the 
piece is entirely different. The artist has taken the liberty of painting in his own style. This is exactly 
what was happening in all the areas touched by the Vallabha Sampradaya. Local artists began painting 
pichhavais for their own temples. : 


30 SHARADA PURNIMA SIRI: cotton, painted. From Rajasthan. Late 19th century. 
Accession No. 2079 PLATE 36B 
Length 77cms. Width 246cms. 
Colours and technique: 

Ground: White cotton. Painted with black, grey, white, flesh, yellow, orange, red with touches of gold. 


This is the siri for the pichhavat described above No. 29. The piece was intended for a double 
rise staircase. The bottom band shows two cows and their calves enjoying the music of the gopas. ‘The 
upper scene contains seven gopis who have joined hands in dance. The figures are shown only from the 
waist up, but movement is expressed by the turning of their heads and the flaring of their orknis. Sec- 
tions of this portion as well as the floral border, which edges the stiri on three sides, are missing. 


31 SHARADA PURNIMA PICHHAVAI: cotton, painted. From Nathadwara. Late 1gth century. 
Accession No. 2203 | PLATE 37 

Length 197cms. Width 190cms. 

Colours and technique: 


Ground: White cotton. Painted with three shades of yellow, orange, purple, flesh, green, blue, red with touches 
of gold and silver. 


In this rare composition several events from the Rasa Panchadhyayi are depicted simultaneously. 
Directly below the full silvery moon, Krishna plays his flute to the delight of the enraptured gopis. 
On either side are scenes of the Rasa Mandala. The right dance-circle forms a ring around the legendary 
lake of Chandrasarovara (moon lake). At left Krishna not only sports with the gopis but also accom- 
panies them on his flute. Both groups dance to the beat of the music provided by the nearby gopi musi- 
cians. In the bottom row the gopis protect Radha and Krishna with a makeshift canopy (right) and then 
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accompany the couple as they walk (middle) toward a palatial structure where more gos wait to 
receive them. 3 

Above the dense grove ten deities in their celestia] chariots are seen flying among the dot-like 
stars of the night. Remains of a floral border edges the composition. Extra pieces of cloth and another 
border were added at a later time to keep the pichhavai from further deterioration. 


BIBLIOGRAPHY: Robert Skelton, Rajasthani Temple Hangings of the Krishna Cult, New York, 1973, 
PL. 5. 


On the 7th and 8th of Kartika Krishna Paksha the festival of Gokhilavana (cow play) 
is celebrated. It precedes the other well-known cow festival of Gopashtam: by two weeks. 
On this occasion the cows are honoured and the idyllic days when Krishna grazed the 
herds in the meadows of Vraj are remembered. 


32 PICHHAVAI: satin, embroidered. Gujarat. Late 19th century. 


Accession No. 2054 PLATE 38 
Length 157cms. Width 113cms. 
Colours and technique: 


Ground: Yellow ochre satin, Chain stitch done in white, black, green, light sienna, light and dark madder 
carmine and tryrian rose silk threads. 

Although it is not certain that this pichhavai was originally made for the Gokhilavana festival, 
the priests of the Shri Nathji Mandira said that this piece captures the feeling of the occasion. Four 
pairs of cows unattended by their gepas, stand on either side of large flowering plants. The cows sport 
gaily patterned blankets and chains of bells. The border consists of four bands of various flower motifs. 
Only the two narrow inner ones frame the entire composition. At the top and bottom, there is an addi- 
tional border of roses entwined with scrolling leafy vines and a narrow band with a criss-cross pattern. 
The hanging is torn at four places and the border and the thread work on several of the cows is worn 
away. 7 


This festival commemorates the occasion on which Krishna persuaded the villagers of 
Vraj to present their autumn harvest offerings to the hill spirit of Mt. Govardhan. 
The celebration begins on the last day of Kartika Krishna Paksha and extends into the 
early morning hours of Kartika Shukla 1. 

On the first occasion, Krishna appeared before the villagers as the hill spirit 
and accepted their gifts of rice and curd. The original celebration is often depicted on 
pichhavais (Pl. 47). Today, the scene is re-enacted each year at Jatipura, a small village 
which is near the slopes of Mt. Govardhan and the traditional site of the first puja. 

Annakuta is one of the most important celebrations in the temple calendar. At 


Nathadwara, there are so many pilgrims that all the dharamshalas are filled and there is _ 
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barely standing room in the temple courtyards at the time of darshana. The rice which 
has been offered by the devotees fills the Nijamandira and Mam Kotha and overflows 
into the Dolativart, in the true spirit of Annakuta (piling up of food). 

A mound of cow dung, symbolic of the sacred mountain, is placed in the 
Govardhan Puja Chawka. In the late afternoon the cows, decorated with peacock feathers 
and henna handprints are lead into the courtyard. The devotees offer prayers for the 
protection of their animals and the cows are encouraged to frolic and trod on the 
slopes of ‘Mt. Govardhan’. Navnitapriyaji presides over the ceremony from his seat 
in the doorway of the Surajapola. As the festivities continue, the melodious strains of the 
kirtanas can be heard above the commotion of the preparations. Around midnight the 
shrine doors are opened for the main celebration. Navnitapriyaji, and Vitthalnathji, 
along with the personal deities Dwarkadhishji and Madanmohanji, join Shri Nathji in 
the Nijamandira for the darshana. It is at this time that the Bhils, a tribal group, are 
permitted to enter the Dolativari and take the prasada. The other pilgrims stand aside 
as the Bhils scoop the rice into their jute bags and carry them to their wives who wait 
near the Lal Darwaza with large baskets. The looting process continues into the early 
morning hours. 

Vitthalnath was the first to assemble the sata swarupa with Shri Nathji for the 
celebration of Annakuta. The tradition was carried on until the reign of Aurangzeb 
when the images were dispersed. Since then the gathering of the sata swarupa has not 
been an annual occurrence. 

The painted pichhavais are used only in the subsidiary temples of the sect. 
Jewelled pichhavais (P]. 7A) which closely resemble the richly embroidered ones behind 
Shri Nathji in the painted versions of the festival are hung in the Shri Nathji Mandira 
and other major temples. (Pls. 39-42). 


33 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth century. 
Accession No. 1467 PLATE 39 
Length 182cms. Width 146cms. 
Colours and technique: 
Ground: White cotton. Painted with blue, violet, yellow, grey, orange-red, pink, brown, black, white, silver 
and gold. 

Beneath the sloping roof of the shrine, Shri Nathji and the sata swarupa stand against a jewelled 
pichhavai. The images, left to right, top row, are Madanmohanji, Dwarkadhishji, Shri Nathji, 
Mathureshji, Gokulchandramaji, bottom row, Gokulnathji, Navnitapriyaji and Vitthalnathji. The 
Balkrishnaji which Vitthalnath presented to Yadunath is between the feet of Dwarkadhishji (left). At 
the beginning, Balkrishnaji was housed with Dwarkadhishji and considered the god’s personal deity, 
hence they are placed close together. Between the feet of Mathureshji is Natvarji, his goda ke thakura 
(personal deity). The small image near Shri Nathji is probably the Balkrishnaji image which Vallabha- 
charya is said to have carried with him when he travelled. Each swarupa is dressed in a silver chakdarjama 
and is heavily bejewelled. In addition to a morachandrika, each has been fitted with a gokarna, a head- 
dress in the shape of cows ears which the gopas wear when grazing the herds, The colour of the swarupa 
indicates the material of the image. Stone and wooden images appear in black, metal images in gold. 
The tables (khandapaatas) on either side of the bottom row contain the Shaligram (left) and another 
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unidentified image (right). In front of the swarupas is a large mound of rice decorated with chunks of a 
pink sweet. This is surrounded by jugs of milk and baskets of food. 

Bare Dauji, the tilkayata who safely transported Shri Nathji to Nathadwara, offers art: while 
another priest fans the images with a morachhala. The very devout have been permitted to closely ap- 
proach the shrine. At the bottom, a number of cows also join in the festivities. Shiv and Brahma in 
their vimanas oversee the celebration. The border contains the standard twenty-four ufsava representa- 
tions (page 13-14) and a floral creeper. 


34 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. Late i1gth or early 2oth 
century. 


Accession No. 1236 | ? PLATE 40 
Length 136.8cms. Width 142cms. 
Colours and technique: 


Ground: White cotton. Painted with white, blue, three shades of green, yellow, pink, flesh, orange, crimson, 
red ochre, black, silver and gold. 


This pichhavai is very similar in content to No. 33. On Shri Nathji’s right are the images of 
Madanmohanji and Dwarkadhishji. To his left are Mathureshji, Gokulchandramaji and Madanmohanji, 
the small figure kept at Nathadwara. The bottom images are Gokulnathji (left), Navnitapriyaji (center) 
and Vitthalnathji (right). Two very small swarupas at right which are almost completely rubbed off are 
Balkrishnaji and Balkrishnalalji (see appendix I for explanation). Again Bare Dauji is shown performing 
arti. Among the crowd of devotees are probably some of the priests who are in charge of the different 
images. Below the shrine are orderly rows of jugs and baskets filled with food. The border consists of 
a band of cows and the standard floral creeper. 


35 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth century. 
Accession No. 2153 | _ PLATE 41 
Length 198cms. Width 142cms. 

Colours and technique: 


Ground: White cotton. Painted with white, grey, midnight blue, two shades of green, red, rose, orange, silver 


In a very clear representation of the Annakuta festival, Shri Nathji stands between Madan- 
mohanji and Dwarkadhishji (his right) and Mathureshji and Gokulchandramaji (his left). The small 
image near the water jug is Balkrishnalalji, the goda ke thakura of Shri Nathji. The other three swarupas, 
Gokulnathji, Navnitapriyaji and Vitthalnath are surrounded by baskets of food. The pichhavai behind 
the images is similar to the one used at Nathadwara. Bare Dauji is attended by his sons and other mem- 
bers of “Kaka Vallabha’s’ family who are identified by a number of inscriptions. There are several 
children in the group. The women with their heads and faces covered by their orhnis sit before the shrine. 

In the scene below there is slight touch of humour. The gopas appear to be having difficulty 
in keeping the cows away from the tempting mounds of food. While they reprimand two of them, the 
others look longingly at the rice and curds. The border design is an alternating leaf and flower pattern. 


36 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth century. 
Accession No. 564 
Length 117.2cms. Width 58.7cms. <4 p= 
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Colours and technique: 


Ground: White cotton. Painted with two shades of red, two shades of blue, three shades of green, yellow, orange, 
violet, black, white and touches of silver and gold. 


This badly damaged pickhavai is another representation of the Annakuta festival. The faded 
figures of Shri Nathji and the sata swarupa stand before an elaborately embroidered hanging. Bare 
Dauji performs arti as the stars above shine brightly in the midnight sky. A simple flower border frames 
the composition. 


37 ANNAKUTA PICHHAVAI: cotton, painted. From Gujarat. 2oth century. 
Accession No. 2053 PLATE 42 
Length 212cms. Width 113cms, 

Colours and technique: 


Ground: White cotton. Painted with white, black, midnight blue, blue, dark green, two shades of yellow, pink, 
flesh, orange, silver and gold. 


Shri Nathji and the sate swarupa are participating in the festival of Annakuta. The design in the 
pichhavai behind them echoes the three arches of the Dolativan. Each image is shown with its own water 
jug, laddu box and pana (triangular shapes). Evidently the artist was not well acquainted with the vari- 
ous swarupas because he mistakenly painted Mathureshji and Dwarkadhishji as identical figures. He 
was unaware of the subtle differences in the shape of their pithakas. Nine very rigid priestly forms offer 
arti and carry morachhalas. A band of cows appear below on the banks of the Yamuna and a flower 
border edges the work. 


38 ANNAKUTA PICHHAVAI: cotton, painted. Nathadwara. Late 19th century. 
Accession No. 2204 PLATE 43 
Length 237cms. Width 220cms. 

Colours and technique: 


Ground: White cotton, Painted with white, grey, black, blue, green, two shades of yellow, flesh, pink, orange, red 
and touches of silver and gold. 


In the center, the festival of Annakuta is being celebrated. The offerings of food have been placed 
in front of Shri Nathji and the other swarupas. Vallabhacharya and Vitthalnath, with a couple of fol- 
lowers, sit near the mound of rice. Below them in individual niches are the sons of Vitthalnath. On 
either side of the main scene are the shrines of six of the images which Vitthalnath distributed among 
his sons. Balkrishnaji is missing. Surrounding the central scene are hundreds of circles which contain 
pictures of Vallabha’s descendents. Each house is linked to its swarupa by means of a red life line. 

The scene below shows the Govardhan puja and Danalila taking place on the slopes of Mt. 
Govardhan. At the left is the palace of Nand. The building at the right is the shrine of Balaram and 
Revati. The cows attended by two gopas graze near the ghatas of the Yamuna. 

This central portion is enclosed within a cusped arch which is decorated with flowers and 
dancing peacocks. Beyond it are the standard shringara, cow and floral borders. 


BIBLIOGRAPHY: Robert Skelton, Rajasthani Temples Hangings of the Krishna Cult, New York, 1973, 
cover and Pl. 14. | 
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39 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century or early 
20th century. 

Accession No. 2202 

Length 28ocms. Width 265cms. 

Colours and technique: 


Ground: White cotton. Painted with blue, two shades of green, yellow, red, orange, rose, purple, white and 
touches of gold and silver. ; 


This pichhavai differs very little from No. 38 in content. Hundreds of Vallabhacharya’s descen- 
dents pictured in individual medallions encircle the festival of Annakuta. Every gosain balaka has been 
called upon to preside over the important ceremonies. , 


40 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century. 


‘Accession No. 2154 PLATE 44 
Length 173cms. Width 146cms. 
Colours and technique: | 


Ground: White cotton. Painted with white, grey, black, blue-black, blue, olive green, yellow, pink, flesh, 
orange, red ochre, silver and gold. 


This is essentially the same scene which appears in Nos. 38 and 39. Within a double border of 
flowering creepers (now partially missing) and prancing cows a pictorial representation of Vallabha- 
charya’s family tree surrounds an illustration of the Annakuta. The genealogical portion is offset by a 
pair of cusped arches containing four peacocks. In the center Shri Nathji and the swarupas, who are all 
dressed in chakdarjamas with the exception of Navnitapriyaji, appear within the Nijamandira as indicated 
by the sloping roof of the shrine above. They are offered a large mound of rice and numerous baskets 
filled with food stuffs. As Bare Dauji and his son, Govind, perform arti, Vitthalnath and his esteemed 
father, Vallabhacharya, are shown attending the celebration below. Likewise, Vitthalnath’s seven sons 
also appear in a prominent place below the images. 

At the bottom of the pichhavai is the standard Govardhan illustration flanked by two shrines 
which are too badly damaged to be identified. 


41 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. 2oth century. 
Accession No. 2156 
Length 177cms. Width 155cms. 
Colours and technique: 

Ground: White cotton. Painted with white, grey, black, green, yellow, flesh, pink and gold. 

This example | is in poor condition. Although similar to the other genealogical pichhavais, the: > 

central scene of Annakuta is missing. In its place are sections of another hanging which illustrate the 
Shri Nathji Mandira. The pieces overlap several of the medallions and crowds out what remains of the 
Amnahuis scene. The plan also has been patched and presents a very confusing picture of the temple. 
The Lion Gate appears where the Suraja Pola should be. The scene shows only the main gate and the 
Govardhan Puja Chawka. The festival which is being celebrated is uncertain. = = 
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42 ANNAKUTA PICHHAVAI: cotton, painted. From Nathadwara. 20th century. 


Accession No. 1561 | _ PLATE 45 and 
| COLOUR PLATE IV 
Length 169cms. Width 119cms. 


Colours and technique: 


Ground: White cotton. Painted outline in black with touches of red, orange, brown, violet, green, white, gold 
and silver. 
The plan of the Shri Nathji Mandira was a popular subject for both paintings and pichhavats. 

These illustrations were in great demand by visiting devotees as a remembrance of their trip. This 
particular one shows the Annakuta festival being celebrated within the walls of the temple. Unfortu- 
nately the representation is very faint. A better idea of the temple outlay may be gained by referring to 
the earlier description and plan of the temple (Plate 3). Although the pichhavai is in faded condition 
it is still possible to pick out the Govardhan Puja Chawka with its mound of dung and frolicking cows. 
Beyond it, in the Dolativari, is the mountain of food which has been placed before the stwarupas (left). 


43 ANNAKUTA SINHASANA: cotton, painted. From Nathadwara. 2oth century. 
Accession No. 2010 | : PLATE 46 


Length gicms. Width 48cms. 


Colours and technique: 


Ground: White cotton. Painted with white, grey, black, blue, two shades of green, blue-purple, yellow, orange, 
two shades of red, pink with touches of gold and silver. 

This sinhasana probably belongs to a set of hangings for Annakuta. The painted portion fills 
only a triangular section of the cloth. The scene is placed on Mt. Govardhan. Two bullock carts, piled 
with rice, and a number of gopis, balancing baskets and jugs on their heads, are shown passing the town 
of Govardhan on their way to the puja site. The Govardhan kunda is at right. During the rainy months 
the waters of the Mansi Ganga rush in to fill it. When it is not the monsoon season, the water in the 
kunda recedes revealing a pile of bluish rocks. Above, on the mountain, is the later temple of Shri Nathji 
in an unusual frontal representation. A bold floral border edges two sides of the triangular shaped throne 
back. 


Govardhan Dharana | 

On Kartika Shukla 5 the devotees remember Krishna’s heroic feat of raising Mt. Govar- 
dhan. Indra, the god of rain, and the former recipient of the villagers’ offerings was 
angered by the Govardhan puja. He was further annoyed that a mere mortal would 
have the audacity to redirect the loyalty of the villagers. As a result he created a tor- 
rential rain storm which lashed mercilessly at the residents of Vraj. They turned to 
Krishna for shelter and he raised Mt. Govardhan over their heads for protection. 
According to the Bhagavata Purana Krishna held up the mountain for seven days until 
Indra recognized his powers and the storm abated. The pichhavai used on this occasion 
depicts Indra’s submission. : 
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44 GOVARDHAN DHARANA PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth 
century. 


Accession No. 1472 PLATE 47 
Length 299cms. Width 281cms. 
Colours and technique: 

Ground: White cotton. Painted with white, grey, black, blue, green, yellow, pink, orange, red, silver and gold. 


The central scene shows Indra bowing before the four-armed Krishna who plays the flute while 
balancing Mt. Govardhan with one hand. Indra has just disembarked from his kneeling elephant, 
Airavat at right. Beneath the mountain umbrella the concerned gopas try to relieve Krishna of some of - 
his burden by supporting the mountain with their herding sticks. Nand is at Krishna’s right. Below, 
the cows with colourful tassels hanging from their horns appear to marvel at Krishna’s feat. Nearby, 
a pair of playful calves romp on the banks of the Yamuna not far from Nand’s bullock cart. 

On either side of the central scene are illustrations from Krishna’s life. Probably these would 
have continued across the top of the pichhavai but that section is now missing. The bottom corners are 
occupied by two standing priests. Possibly, they were connected with the temple which commissioned 
this pickhavai. The other panels from bottom left are (1) Vasudev carrying the baby Krishna across 
the Yamuna, (2) Holi, (3) Shrine of Balaram, (4) Krishna and Balaram herding the cows, (5) Krishna 
combing Radha’s hair, (6) Krishna and Balaram sitting under a tree, (7) Vallabhacharya and his two 
sons, (8) Radha and gopis, (9) Krishna and Radha, (10) Messenger brings Krishna’s note to Radha, 
(11) Krishna and Radha flanked by Vitthalnath and Vallabhacharya, (12) Shri Nathji and the sata 
swarupa, (13) Vitthalnath with his seven sons and Vallabhacharya, (14) Vishnu appearing to Vasudev 
and Devaki in Kansa’s prison. A creeper design borders the pichhavai on three sides. 

Compare border scenes with No. 19, Pl. 26, No. 3, Pl. 13. Also see No. 16. 


BIBLIOGRAPHY: R. N. Mehta, “Pichhavais: temple hangings of the Vallabhacharya Sect,” 
Journal of India Textile History, No. III, 1957, Figure 3. 


' Gopashtami 
Gopashtami takes place in the late autumn on the 8th of Kartika Shukla. It marks the 
promotion of Krishna from herder of calves to full cow herd. 

At Nathadwara all the cows are decorated with henna hand prints and peacock 
plumes. Bells jangle around their necks. On the outskirts of the town at the gaushala 
which is the enclosure for the herd maintained by the temple a mock fight is staged 
between two bulls. 


Naturally all the hangings used on this occasion carry out the bovine theme of © 


the: festival. At the Shri Nathji Mandira, the pichhavai contains only painted images of 
cows nursing their calves. The more common pictoral backdrop shows a fluting Krishna 
surrounded by his herd in the forests of Vraj. 


ee PASHTAMI PICHHAVAI: cotton, painted. From Nathadwara. Late 19th or early 20th 


Accession No. 1186 PLATE 48 


Length 243cms. Width 149.6cms. 


Colours and technique : 


Ground: White cotton. Painted with white, grey, black, blue, two shades of green, yellow, purple, rose, flesh, 
orange, red, silver and gold. 


The setting is the woods of Vraj near the banks of the Yamuna. Krishna lifts the flute to his 
lips and plays the enchanting melody which recalls the cows from their grazing and herds them together 
for their homeward journey. The cows and bulls crowd around Krishna hypnotised by the melodic 
strains. The gopas playing their flutes and attending to the herd mingle with the cows. In the background 
is a lush forest of palms, plantains, mangoes and kadambas. 

A double border edges three sides of the hanging. The inner band filled with cows, repeats the 
Gopashtami theme. The standard floral creeper completes the outside frame. 


46 GOPASHTAMI PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth century. 
Accession No. 1433 PLATE 49 
Length 223.6cms. Width 236.2cms. 
Colours and technique: 
Ground. White cotton. Painted with red, orange, pink, flesh, yellow, three shades of green, two shades of blue, 
black and white. 


The format is basically the same as that of No. 45. The fluting Krishna dressed in a kachham 
and flaring uparna is surrounded by a herd of admiring cows. Most of them strain forward to listen to 
the music but a few in the front graze contentedly as their calves weave in and out around their legs. 
Six deities fly overhead in their celestial chariots. 

It seems that the artist originally intended to continue the inner black cow border around the 
bottom but then painted over it with a scene of the Yamuna. A well worn leaf-patterned border edges 
the picture of the forest gathering. Stitched to the bottom band is a fragment of an unrelated hanging 
which is discussed below, 


47 GOPASHTAMI PICHHAVAI: cotton, painted. From Rajasthan (Bundi substyle). Third 
quarter of the 19th century. 


Accession No. 1433-A. 
Length 142.3cms. Width 152cms. 
Colours and technique: 


Ground: White cotton. Painted with red, orange, pink, yellow, shades of green, two shades of blue, violet, 
grey and black. 
| In a forest setting, six gopis approach the fluting haloed Krishna who is dressed in a mallakachha 

and uparna. The first gopi on his right who offers him a flower is also distinguished by a halo and is 
probably his beloved Radha. All the milk maids wear ghaghras and orhnis. In a very typical Rajasthani 
fashion one corner of the orhni is tucked into the choli so that the midriff is partially covered. Jewelled 
sara pattis adorn their tightly braided hair which is arranged in a style peculiar to the peasants of Rajas- 
than. At left is a trace of the floral border which once encircled the composition. 


48 GOPASHTAMI PATA(?): cotton, painted. From Nathadwara. Early 2oth century. 
Accession No. 2157 PLATE 50 


Length 77cms, Width rogems. 
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Colours and technique: 


Ground: White cotton. Painted with white, black, two shades of blue, two shades of green, yellow, lavender, 
orange, red with touches of gold and silver. 


The pata carries out the theme presented in the pichhavais. Twelve cows accompanied by three 
gopas focus their attention on the image of Krishna which would appear above them. The cows are 
decorated with tassels and peacock plumes. One cow at right in very natural posture looks back over 
her shoulder. Below is the Yamuna with fish swimming midst stalks of luxuriant lotus plants, The 
paint had rubbed off in some areas revealing the guide lines for the original composition. 

Because of its size, this piece could be a pichhavai instead of a pata. However, the cows do scem 
to look upward as if the image of Krishna were to be placed above them and not in front of them. 


49 GOPASHTAMI PICHHAVAI: cotton, painted. From Nathadwara. Late 19th century. 
Accession No. 1171 PLATE 51 
Length 162cms. Width 172.2cms. 

Colours and technique: 


Ground: White cotton. Painted with white, grey, black, blue-black, shades of green, yellow, scarlet, rose with 
touches of silver and gold. 


In a forest clearing is the shrine of Madanmohanji and his two wives. Within the cusped arches 
of the pavilion, the fluting Krishna in tribhanga position stands against a white backdrop and gold pat- 
terned pickhavai. Outside, the gopas and their attentive herd of cows and calves have gathered to pay 
homage to Krishna. The cows are arranged in seven orderly parallel rows and are decorated with bells, 
tassels and painted hand prints. Peacocks are perched in the plantains flanking the shrine. In the forest 
behind the blooming kadambas and mango trees heavy with fruit are filled with monkeys and birds. 
Tall pinwheel shaped palms reach beyond the top of the grove and almost touch the spiral clouds. A 
floral border edges only the top part of the hanging. The three other sections and a part of the lower 
portion of the pichhavai are missing. 


50 GOPASHTAMI PICHHAVAI: cotton, painted. From Gujarat. Late 19th or early 20th century. 


Accession No. 1646 Tr PLATE 52 and 
COLOUR PLATE V 
Length 199cms. Width 227cms.., 
Colours and technique: - 
Ground: White cotton. Painted with While, black, blue, green, yellow, violet, scarlet, cadmium red, pink, grey, 
silver and gold. 

In a field of flowers the cows drawn by the sounds of the flute, gather around Krishna. Four 
gopas have followed the herd and now stand on the edge of their circle. The haloed Krishna dressed 
in a morachandrika and dhoti is attended by a pair of gopis who appear to be balancing on the backs of 
two cows. They carry morachhalas in their hands. Below are the waters of the Yamuna filled with fish 
and lotus flowers. The sun shines brightly over the scene despite the billowing clouds. A floral design 
edges the composition. 


51 GOPASHTAMI PICHHAVAI: cotton, applique. From Rajasthan. Late 19th or early 20th 


Accession No. 2351 PLATE 53 (+ = 
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V. PICHHAVAI (detail): cotton, painted. From Gujarat, late 19th century or early 20th century. 
Gopashtami Utsava. No. 50 (Acc. No. 1646). The entire pichhavai is illustrated on Plate 52. 


Length 195cms.- © Width 143cms. 
Colours and technique: 


Ground: SGrownish grey cotton. White cotton cows and gopas outlined with red thread. Decoration on gopas 
and cows in yellow and green silk thread and metallic wire. 

Within a diamond patterned border two groups of cows arranged in nine parallel rows are 
being herded together by eighteen gopas. In a narrow stripe between the two groups are placed various 
indications of the forest setting, cypresses, peacocks, parrots, etc. The border contains more cows framed 
by another narrow diamond patterned design. 


52 GOPASHTAMI PICHHAVAI: cotton, block printed, mordant and resist dyed and painted. 
From Gujarat. Late 19th century. 


Accession No. 424. 
Length 167.7cms. Width 137.3cms. 
Colours and techniques: 


Ground: White cotton. Central portion dyed red. Outline printed in black and red. Resist dyed with yellow 
and green and painted with yellow, green, red, brown and black. 

Within the red central portion of the pichhavai are blocked out thirteen parallel rows in which 
cows and attending gopas appear alternately. The cows are decked with chains and floral blankets at- 
tached to their backs with stomach cinchers. The gopas wear the traditional mallakachha and carry a 
lotus in the right hand and a herding stick in the left one. Around the four sides is a broad floral border 
encased within two narrow bands of floral creepers. 


BIBLIOGRAPHY: John Irwin and Margarct Hall, Indian Painted and Printed Fabrics, Ahmedabad, 
1971, p. 63, Pl. 33. It is a pickhavai not a canopy as suggested. 


53 GOPASHTAMI PICHHAVAI: silk, brocade. Gujarat (perhaps Surat). Late 19th century. 
Accession No. 583 | PLATE 54 
Length 60.8cms. Width 68.3cms. 
Colours and technique: 
Ground : Red silk. Woven with gold, silver zari and blue, black, yellow and red ochre silk threads. 


The hanging is composed of four identical scenes of the Shri Nathji Shrine. Shri Nathji appears 
addressed in a golden kachhani, stands against a metallic thare vastra. In the front of him on the platform 
are the laddu box and water jug. A small staircase leads to the image. Two cows with peacock plumes 
and necklaces of bells approach Shri Nathji. Below, near the steps, are several peacocks. The fan-like 
fronds of the plantain trees frame the image. 

Each square is inscribed in devanagari script with the name of Shri Ranchhod Rai which is the 
Swarupa worshipped at Dakor. Only the bottom two panels bear the additional inscription, ‘Ka! 
Ranchordas Bakrivala A.’, which is probably the name of the person who commissioned it. 

A similar but much larger work which contained about seventy of these squares was seen at 
Mathureshji Temple, Kota. Probably this example, as suggested by the trimmed top and uneven edges 
is only a section of a larger hanging. It should be noted that the one in the Mathureshji Temple was 
not specifically designed for Gopashtami but was used any time during the winter months when brocades 
are preferred. 
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54 GOPASHTAMI PICHHAVAI: silk, brocade. From Gujarat. 20th century. 


Accession No. 959 PLATE 55A 
Length 87cms. Width 38cms. 
Colours and technique: 


Ground: Red silk. Woven with light and dark pink, purple, red and yellowish green silk threads and silver 
and gold zari. 


This fragment is probably the lower portion of a Gopashtami pichhavai. Three rows of spotted 
cows approach a shrine which contains a four armed image of Krishna. At the top and bottom of the 
shrine are two flowered plants which are identical to the ones in the pattern above. The remaining 
part of the elaborate border displays an array of parrots and peacocks entwined with floral vines. 


55 GOPASHTAMISIRI: silk, brocade. From Gujarat. Late 1gth or early 20th century. 
Accession No. 61 PLATE 55B : 
Length 50.6cms. - Width 6.7cms. , 
Colours and technique: 
Ground : Voilet silk. Woven with gold, silver zari and blue threads. 


In this small fragment smiling cows and playful gopas romp together through the flowed 
filled glens of Vraj. Since this is a common border motif it is not certain that it belonged to a Gopashtami 
pichhavai, but it definitely captures the feeling of the festival. 


56 GOPASHTAMI SIRI: silk, brocade. From Gujarat 20th century. 


Accession No. 1456 PLATE 56A 
Length 2o0cms. Width 1oocms. 
Colours and technique: 3 


Ground : Red ochre silk. Woven with orange, pink, yellow silk threads and gold and silver zari. Outline of figures 
embroidered in black thread. 


A fluting Krishna standing on a lotus flower and dressed in a golden kachhani with flowing uparna 
appears three times between alternating pairs of cows with their nursing calves. The cows are decorated 
with the traditional hand prints, peacock plumes and bell necklaces. A simple narrow gold band en- 
closes the composition. The piece is patched at the upper right. 

57 GOPASHTAMI SIRI: silk, brocade. From Gujarat. 20th century. 
Accession No, C869. 
Length 15.1cms. Width 12.3cms. 
Colours and technique: 
Ground: Light grey silk. Woven with green and yellow silk threads. 


eS This fragment contains a row of three cows approaching a now missing central figure from the 
right. Each wears a bell around her neck and two pairs of anklets. Only a portion of the plain parallel 


bands which border the piece remain in the upper right hand corner. = 
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58 GOPASHTAMI SIRI: silk, brocade. From Gujarat. Early 2oth century. 


Accession No. C615. 
Length 1ocms. Width 33.2cms. 
Colours and technique: 


Ground: Red silk. Woven with black, blue, saffron silk threads and gold (gold dada on saffron silk thread) and 
silver (silver badla on white silk thread) zari. 


% In this fragment two cows follow one large cow (head missing) who is nursing a small calf. 
The three cows have chains of bells around their necks and the largest one is adorned with two hand 
prints. All are outlined with black thread. Above the heads of the smaller cows is clearly woven “Shri 
Ranchodarai,”’ a reference to one of the swarupas worshipped in Gujarat. 


59 GOPASHTAMI SIRI: cotton, embroidered (zardoji). From Gujarat. 2oth century. 
Accession No. 699 | PLATE 56B 
Length 24.3cms. Width 7.5cms. 
Colours and technique: 

Ground: White cotton. Embroidered with gold kalabatiun and dark blue threads. 


Within a scrolling leafy border two cows approach a flowering plant, symbolic of Krishna. 
They are attended by two gopas and a pair of dancing peacocks. This piece was probably hung for 
a Gopashtami festival, but its general theme does not exclude the possibility of its use for various other 
winter or important celebrations. 


60 GOPASHTAMI SINHASANA WITH SIRI: cotton, painted. From Kutch. Late 19th century. 
Accession No. 966 PLATE 57 

Length 129.6cms. Width 91.5cms. 

Colours and technique: 


Ground: White cotton. Painted with carmine, vermilion, orange, pink, fawn, yellow, blue, indigo, green, 
grey and black. 


The bottom portion of this piece was designed for a three riser staircase. The bottom band is a 
depiction of the Yamuna filled with lotuses and fish. The other two bands each show a gopa frolicing with 
four cows. One gopa appears to push the cows away as they try to affectionately lick him. The other 
dances as the cows throw back their horns and flap their ears with approval. The fragmented border is 
a vine of rasberry shaped flowers. 


The upper portion has been sewn to the siri and appears to have belonged to the matching 
sinhasana. Within a similar border two cows and their nursing calves flank the area where the image 
would be placed. A pair of peacocks perch above. 


Prabodhini Ekadashi 
Kartika Shukla 11 marks the marriage of the tulsi plant and the Shaligram., According” __ 


5I 


to legend Vishnu seduced a married woman, Vrinda (tulsi), by taking the form of her 
husband. When she discovered the deception, she was outraged and cursed him. 
She wished that he would turn black and demanded that she be allowed to marry 
him in her next life in order to clear her reputation. The repentant Vishnu promised 
her that she would become the ¢ulsi plant and that he would marry her in the aniconic 
form of the Shaligram (black stone). The fulfilment of this promise is apparently 
realized in the marriage of the dark Krishna to Radha, the maiden of the Vrindavana 
(tulsi grove) forest. The sehra (wedding) is always celebrated on Prabodhini Ekadashi 
the day on which Vishnu is supposed to awaken from his four month long slumber 
but it may be repeated at fortnight intervals at the discretion of the mukhia. 

The pichhavai for the occasion may either be a dark blue velvet hanging with 
painted moon-shaped motifs or a painted representation of the sehra; the marriage of 
the fulst plant and Shaligram is also enacted beneath a canopy constructed of sugar 
canes. The shringara for Shri Nathji which is quite elaborate includes a coat of golden 
zart work and socks with gold threads. 


6x PRABODHINI EKADASHI PICHHAVAI: cotton, painted. From Nathadwara. Early 2oth 
century. 
Accession No, 1998 PLATE 58 
Length 2g2cms. Width 135cms. 
Colours and technique: 
Ground: White cotton. Painted with black outline with touches of white, yellow, pale green and two shades 
of blue. Painting is incomplete. 
The fragment contains a portion of the central marriage ceremony and five border illustrations 

which depict incidents leading to the wedding. A floral frame edges the composition on three sides. 


The work is incomplete. Only a few colours cover the preliminary sketch lines. The wedding is taking 
place on the banks of the Yamuna as indicated by the ghata in the foreground. 


In the lower left corner a haloed Krishna is being prepared for the sehra by his adorning gopis. 
The next scene shows him riding to Radha’s house on the back of a white horse. Upon his arrival he is 
greeted by Radha’s gopi companions. One offers him arti. Nand is shown seated within the house looking 
down on the gathering. In the upper corner scene the gopis tease Krishna, their prospective brother-in- 
law. Finally, the official ceremonies begin under the marriage canopy with the rite of jaimala, the exchange 
of garlands. The gopis crowd around to watch the couple. In what remains of the large central scene, 
the gopis are shown seated near the canopy (indicated by the outline of one supporting pole). Two 
priests preside over the ceremonies. A large five storied palace dominates the scene. 


62 PRABODHINI EKADASHI SIRI: cotton painted. From Nathadwara. Late 1 gth or early 2oth 
century. 
Accession Nos. 2008 and 2009 PLATE 59 


No. 2008 Length 31cms. Width 64cms. 
No. 2009 Length 3rcms. Width 31cms. 


Colours and technique: 


Ground: White cotton. Painted with white, blue, three shades of green, yellow, flesh, orange, red ochre and | 


touches of gold and silver, 


5? 


These are two sections of the same siri. In each half Krishna rides a nari ashva and is ae 
by two gopis who carry a chhatra and banner decorated with sun motif. Both processions are led by 
another pair of gopis. Although the piece cannot definitely be associated with Prabodhini Ekadashi, it is 
reminiscent of Krishna’s ride to Radha’s house in No. 61. Each piece is bordered on one side by a floral 
creeper. Both appear to have been retouched, especially in the area of the gopis’ faces. 


(b) Seasons 


Although the majority of pichhavais are associated with particular festivals, a large 
number of hangings have seasonal themes and are not assigned to special days. These 
capture the mood of the season and provide relief from the searing heat or piercing 
cold. They may be hung at any time during the appropriate season. Their use is left 
to the discretion of the mukhia incharge. 

During the hot summer days the light weight painted pichhavais with scenes of 
shady groves and cool streams are used in the shrine. In the period from Akshaya 
Iritiya (Vaishakha Shukla 3) to Ashadhi Purnima (Ashadha Shukla 15), when the air is 
stagnant and the countryside broils in the sun, Shri Nathji is surrounded with scenes 
of dense bowers (nikunja), water sports (jal vihara) or lotus ponds (kamalavana). With the 
advent of the monsoon season in Ashadha the pichhavais represent the falling rains 
(varsha) or courting peacocks (mora) joyously dancing beneath the cloudy skies. During 
the winter season when the white-washed stucco of the temple reflects all the warming 
rays of the hibernal sun, the shrine is hung with richly embroidered cloth, heavy 
brocades and jewelled velvets. At Nathadwara and other main temples no painted 
pichhavai is used from Kartika Shukla 11, shortly after Gopashtami, to Magha Shukla 
Chaturthi which marks the beginning of spring. ‘ 

This sensitivity to the seasons is evident in every aspect of the seva. Great care 
is taken to provide Krishna with the proper shringara (clothing and ornaments). 
In the summer months, it is not permissible to outfit him in brocades or any garment 
with silver or gold zart. Likewise the use of gold jewellery or decorations is limited 
during the hot weather. A portable fountain is placed in the Mani Kotha to produce 
a cooling effect. In the winter it is replaced with a coal burning stove. Appropriate 
kirtanas which imitate the moods of the various seasons are sung. Even the bhoga offered 
Shri Nathji changes with the season. 


= 


Morakuti | | 

The Morakut: pichhavais are used during the monsoon season. Morakuti is a small village 
in Vraj near Barsana, the legendary home of Radha. It was there that Krishna danced 
like a peacock (mora) and enchanted his beloved Radha. The Morakuti pichhavat is 
filled with dancing peacocks. It is associated with the rainy season because at the first 
clap of thunder, the peacock spreads his magnificent feathers for the courting dance. 
His shrill cry and handsome feathery display attracts the peahen. oe 
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63 MORAKUTI PICHHAVAI: cotton, painted. From Nathadwara. Late 1gth century. 


Accession No. 1473 ee arace VI 


Length 233cms. Width 228.2cms. 
Colours and technique: 


Ground: White cotton. Painted with pink, flesh, crimson, green, yellow, orange, blue, white, black and touches 
of gold and silver. 


The courting peacocks with their peahen partners dance around Krishna in a scene reminiscent 
of the Rasa Mandala. Krishna is dressed in his dancing skirt and accompanies them on his flute. The 
setting is a glade in the forest of Vraj near the slopes of Mt. Govardhan. At the bottom two gopas, 
who have drawn their capes over their heads to protect themselves from the rain, tend a herd of cows. 
A double border filled with peacocks and a flowering creeper completes the composition. 


64 MORAKUTI PICHHAVAI: cotton, painted. From Nathadwara. 2oth century. 
Accession No. 1753 PLATE 61 
Length 216cms. Width 220cms. 
Colours and technique: 

Ground: White cotton. Painted with white, black, midnight blue, blue, green and shades of yellow. 


Nine dancing peacocks strut and spread their feathers for the admiring peahens against fans 
of plantation fronds. On either side of the performers are pairs of blue and white peacocks waiting their 
turn to dance. The sky is filled with five vimanas and an incongruously radiant sun. The sixth vimana as 
well as sections of the floral border and Yamuna are missing. 


BIBLIOGRAPHY: Stuart Cary Welch, A Flower from Every Meadow, New York, 1973, Pl. 12. R.N. 
Mehta, “Pichhavais: Temple hangings of the Vallabhacharya Sect,”’ Journal of Indian Textile History, 
No. II, Ahmedabad, 1957, p. 8, Figure 4. 


Varsha pichhavais depict the rainy season and are used only during that period of the 
year. : 


65 WARSHA PICHHAVAI: cotton, painted and stencilled. From the Deccan. 19th century. 
Accession No. 1131 PLATE 62 
Length 205.4cms. § Width 205.4cms. 
Colours and techniques: 
Ground: Black cotton. Painted with gold, flesh, orange, white and brown. Figures stencilled. 
In a completely symmetrical composition six gopis face inward toward a kadamba tree which 
appears to spring from an ornate vase. The gopis have adorned themselves in their finest clothes. Decora- 


tive chutillas dangle from the ends of their braids. As they approach the kadamba tree which is symbolic 
of Krishna they have drawn their orhnis over their heads. Each carries a flower and a fan, chanvara or~ 
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VI. PICHHAVAI (detail): cotton, painted. From Nathadwara, late 19th century. Morakuti. 
No. 63 (Acc. No. 1473). The entire pichhavai is illustrated on Plate 60. 








morachhala. In the dark sky two deities appear in their chariots and rain down flowers which fall behind 
the gopis in a diaper pattern. A band of cows join the group at the bottom. The cows have been made 
from stencils. The artist evidently miscalculated his space and at the bottom center four cows are in- 
complete due to the lack of space. 


66 VARSHA PICHHAVAI: cotton, painted and stencilled. From the Deccan. 19th century. 
Accession No. 1783 PLATE 63 
Length 252cms. Width 252cms. 


Colours and techniques: 


Ground: Black cotton. Painted with gold and touches of black, grey, white, yellow, light and dark pink, orange 
and silver. Figures stencilled. 


In a shower of flowerlet rain drops eight gopis approach a kadamba tree, symbolic of Krishna. 
Five of them carry chanvaras, fans and morachhalas. The three nearest the tree have flowers or plates in 
their hands. Mango trees flank the gopis. From their position in the trees, parrots survey the scene. Above, 
the gods fly their vimanas amidst the turbulent rain clouds and pour down petals on the group. Below 
the gopis, the gopas attend the cows on the banks of the lotus filled Yamuna. A narrow border with a zig 
zag pattern encases the floral bands which surrounds the scene. 


Winter | . 
The winter pichhavais are generally brocade or gold and silver zardojt on velvet an 
satin. Several examples of these types were seen in the collections of the Shri Nathji, 
Naynitapriyaji, Dwarkadhishji and Mathureshji Temples. They need not be figural 
in design. Many contain simple floral or geometric patterns on a monochrome back- 
ground. The following pieces are not necessarily winter hangings but seems to capture 
the mood of the season. 


67 WINTER PICHHAVAI: satin, brocade. From Gujarat. Late 1gth or early 20th century. 
Accession No. C200 
Length: 25cms Width: 19.2cms, 


Colours and technique: 


Ground: Black satin. Woven with yellow, red, blue, white silk threads and gold zari. Garments and 
jewellery in gold with yellow and white silk minakari. 


This fragment contains a single Shri Nathji figure within a red and gold frame. The blue black 
Krishna is dressed in a golden chakdarjama and suthana. Around his neck is a gold and yellow mala and 
strands of pearls strung with seven pendants. His headdress is a paga decorated with a peacock plume 
and four furras (ornaments). Krishna holds lotus buds and a hearding stick in the crook of his right arm. 
Multicoloured flowers adorn his chutilla. Below, at his feet, are the box containing his favourite sweet, 
the laddu, and a cloth covered jug with water from the Yamuna. 


68 WINTER PICHHAVAI: velvet, zardoji. From Gujarat. Late 19th century. 
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Accession No. 2161 : PLATE 64 
Length 133cms. § Width 87cms. 
Colours and technique: 

Ground: Red and green velvet. Embroidered with silver kalabattun. Inlaid with glass mirrors. 


The central portion contains a field of flowering plants arranged in five staggered parallel rows 
at the top. The lower section has an undecorated portion for the image edged by three more flowering 
plants on either side. Each design is outlined in silver and the petals of the flowers are made from inset 
mirrors. The more elaborate border contains a rich arabesque pattern of floral vines punctuated by 
four large individual flowers at the corners. This pichhavai is related to No. 69 and No. 70 if not part 
of the same set. 


69 WINTER SINHASANA: velvet, zardoji. From Gujarat. Late 19th century. 
Accession No. 2160 ‘ PLATE 65A 
Length 151cms. § Width 106cms. 
Colours and technique: 
Ground: Red and green velvet. Embroidered with silver zari. Inlaid with glass mirrors. 

Three elaborate bands of decoration border the central portion of the sinhasana. Two narrow 
strips of petal and leaf design encase the third larger band of rosettes. All the flower petals are lozenge 
shaped mirror pieces. The upper two thirds of the central portion is blank. The lower third is filled with 


two rows of flowering plants which except for the peacocks perched in their branches are not unlike the 
ones which adorn No. 68. 


7° WINTER SIRI: velvet, zerdoji. From Gujarat. Late 19th century. 
Accession No. 2162 3 | PLATE 65B 
Length 79cms Width 25cms. | 
Colours and technique: 
Ground: Red and yellow velvet. Embroidered with silver zari. Insets of glass mirrors and-sonkirva feathers. 


The decorated section of the siri contains four cusped medallions. Each is filled with a flowering 


plant flanked by a pair of parrots. In between the medallions are tearshaped buds clustered in threes ~ 


or standing alone. The scanty border which edges the central pattern contains lozenge shaped petals 
amid swirls of silver vines. 


(c) General Themes 


There are numerous hangings which cannot be associated with a particular festival or 
season. Many of these have general devotional themes and were made for smaller 


temples in the areas of Rajasthan and Gujarat which were not strictly bound by the- 
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conventions of the Shri Nathji Mandira. Others were made for private shrines and 
often depict a devotee’s favourite theme. 


71 PICHHAVAI: satin, embroidered. From Kutch after a Nathadwara or Mewar example. 1gth 
century. 


Accession No. 805 PLATE 66 
Length 201 .5cms. Width 181.6cms. 
Colours and technique: 


Ground: Red satin. Chain stitch embroidery in black, red, pink, blue, green, orange, brown and white silk 
threads. 


Within the forest of Vrindavana, Krishna stands beneath a flowering kadamba awaiting the 
arrival of the six gopis who are approaching him. Krishna wears a colourful kachhani and yellow suthana 
with a morachandrika. The gopis are decked in bright coloured ghaghras and orhnis. Like Shri Nathji they 
are heavily bejewelled for the occasion. The gopis nearest Krishna carry a fan and a bouquet of flowers. 
The next pair wave chanvaras in the air. The last two gopis hold single flowers and one carries a garland 
to present to Krishna. The forest is lush with plantains, blooming kadambas and mango trees. ‘T'wo 
peacocks perch in a tree above Shri Nathji’s head. Below the group, the gopas attend an orderly herd of 
cows which is arranged in three parallel rows. Each cow is decorated with bells and henna hand prints. 
Two calves prance about nearby apparently revelling in the shower of flowers which is streaming from 
the vimanas of Indra, Brahma, Shiv and Narad. The Yamuna filled with turtles and fish completes the 
scene. The elaborate frame is a border of cows and dancing peacocks bound by bands of an alternating 
leaf and flower pattern. The top and bottom edges have an additional band with a diamond and _ floral 
motif. 


BIBLIOGRAPHY: John Irwin and Margaret Hall, Indian Embroideries, Ahmedabad, 1973, No. 48, 
PI. 20. | 


72 PICHHAVAI: ‘satin, embroidered. From Kutch (Mochi School). 1gth century. 


Accession No. 1130 PLATE 67 


Length 291cms. Width 289cms. 
Colours and technique: 


Ground: Crimson satin with border of indigo satin and corners of yellow satin. Chain stitch embroidery done in 
threads of pink, two indigos, turquoise blue, greens, yellow, orange, black and white silk. 


The scorching rays of the sun cannot penetrate the dense forest where the gopis have gone in 
search of their divine lover Krishna. Six gopis carrying morachhalas, fly-wisks and plates of food gather near 
the base of a kadamba tree. They appear to whisper among themselves in eager anticipation. At the 
bottom an empty pavilion awaits the missing Krishna. Two more gopt stand nearby with their vina and 
tambura ready to provide music for his entertainment. Despite the summer’s heat, flowering shrubs 
continue to bloom in the idyllic retreat and the forest rings with the cries of parrots and peacocks. A 
narrow floral border separates the main scene from the bands of cows which edges the hanging on three 
sides. Each cow is accompanied by its calf and a peacock or parrot which perches on its back. 


This pichhavai is an unusual piece. Its sheer size makes it a rare work but the extraordinary 


workmanship of the embroidery makes it a masterpiece, It is uncertain for which temple it was designed. 
No similar examples were found in the main temples of the Vallabha Sampradaya where gold and silver 


59 


embroidered works are preferred to the silk thread ones. Probably the pichhavat was commissioned for 
a temple in Kutch which did not strictly adhere to the Nathadwara conventions. Its very general theme 
means that it could be used on a number of occasions. 


BIBLIOGRAPHY: John Irwin and Margaret Hall, Indian Embroideries, Ahmedabad, 1973, No. 47 
Pl. 27. J.M. Nanavati, The Embroidery and Beadwork of Kutch and Saurashtra, Department of Archacology 
of Gujarat State, 1966, p. 38. 


73 SIRI OR SINHASANA:: silk, embroidered. From Kutch (Mochi School). Late 19th century. 
Accession No. 806 | PLATE 68 
Length 172cms. Width 72.6cms. 

Colours and technique: : 


Ground: Redsilk. Chainstitch embroidery in crimson, two shades of pink, two shades of blue, two shades of green, 
two shades of yellow, orange, black and white silk threads. 


In this runner is combined the siri and sinhasana. The upper portion which resembles a throne 
back in shape would have served as the sinhasana. A pair of peacocks flank the area where the deity would 
be placed. Below them is a narrow band of rosettes alternating with acanthus shaped leaves. The two 
lower figural bands were designed to decorate the risers of the steps. In the upper horizontal strip two 
gopas herd their cows toward a central seated four-armed deity flanked by two palm trees. The scene is 
edged by a floral creeper. The lower band depicts a pair of gopis, each accompanied by a cow, approaching 
Hanuman and Ganesh who sit on either side of the central Garud. The encasing border has lotus flowers 
within swirls of vines. Another floral border appears at the bottom. A broader band with large rosettes 
and parrots runs around three sides of the piece. 


BIBLIOGRAPHY: J.M. Nanavati, The Embroideries and Beadwork of Kutch and Saurashtra, 1966, p. 42, 
Pl. 19. John Irwin and Margaret Hall, Indian Embroideries, Anmedabad, 1973, Pl. 35B. 


74 PICHHAVAT: silk, embroidered. From Gujarat. Early 20th century. 

Accession No. 1563 PLATE 69 
Length 197.5cms. Width 179.0cms. 

Colours and technique: 


Ground: Dark red satin, mounted on coarse brick red cotton. Embroidery in red, green, blue and white silk 
threads, Stitch marks suggest a laid decoration of silver gilt wire on flowers and cows. Couched in soaenge 
pattern. 


Although the presence of the cows suggests a Gopashtami theme, the mukhias of the Shri Nathji 
Mandira were reluctant to put it in that category. The central section of the pichhavai is filled with bouquets 
of flowers. Beyond the narrow floral border which edges the field of flowers is a band of white and blue 
cows. They have been done in laid work couched in lozenge shaped patterns. The entire work is edged 
by another narrow floral border. 


BIBLIOGRAPHY : _ John Irwin and Margaret ‘Hall, Indian Enbendnie, Ahmedabad, 1973, No. or 
Pl. 29. 
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45 PICHHAVAI: | silk, embroidered. From Gujarat. Late 19th century. 
epersion No. 582 

Length 71cms. Width 86cms. (Measurements at widest points) | 
Colours and technique: 


Ground: Red satin. Embroidered with white, yellow, dark and light blue, green, red, brown silk threads and 
metal wire. 


The remaining portion of this pichhavat 1s only a fragment of the central theme edged by a 
partial border. The central field is richly embroidered with a flowering tree with two peacocks perched 
in its branches. It was separated from the main border of cows, now denoted by only four remaining 


examples, by a narrow band of daisy like flowers. This narrow border is repeated on the outer edge. 


46 PICHHAVAI: silk, brocade. From Surat. Early 20th century. 
Accession No. C731 

Length 27cms. | Width 26cms. 

Colours and technique: 


Ground: Blue satin. Woven with yellow, pink, saffron coloured silk threads and silver badla covered with yellow 
silk thread. 


In this small fragment only one cow remains. In the traditional manner she appears to be walking 
toward some central figure who is the object of her adoration. Around her neck are two chains of bells 
and a tassels peacock plum adorns her head. ‘Two distinct handprints have been painted on her body and 
she wears a pair of anklets on her front feet. 


77 KHANDAPAATA:: silk, brocade. From Surat. Early 19th century. 
Accession No. C828 
Length 15.3cms. | Width 16cms. 
Colours and technique: 
Ground: Purple silk. Woven with light brown silk thread and silver badla covered with orange silk thread. 


The typical scene of a cow with nursing calf is once again depicted in this fragment. The cow 
is decorated in the traditional manner with bells and handprint. Flowering plants surround the pair. 
The broad floral border which edges the scene is encased by two narrow rope-like bands. The panel is 
badly frayed at the edges and a section of the border is missing. It is only conjecture that it is a portion of 
a khandapaata and could be a part of any number of hangings. 


78 KHANDAPAATA OR SMALL PICHHAVAI: | silk, brocade. From Surat. Early 2oth century. 
Accession No. C614 
Length 19.8cms. | Width 32cms. 
Colours and technique: 
Ground: Violet silk. Woven with pink, saffron, light green, purple, black silk threads and gold zan. 
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Within a plain narrow gold border Krishna stands in a tribhanga position and plays his flute. 
Two placid looking cows, apparently drugged by the melody, stand on either side of the divine flutist. 
They are decked with bells, plumes and hand prints. An inquisitive parrot perches on the end of the 
flute as Krishna plays. | 


79, SIRI: silk, brocade. From Surat. Early 20th century. 

Accession No. 2193 PLATE 0A 

Length 105cms. Width 23cms. 

Colours and technique: Y 


Ground: Red silk. Woven with black, brown, green silk threads and gold and silver (wrapped around white 
silk threads) zari. 


This fragment is the decoration for the riser of a step. Six gopis bearing fans and morachhalas 
approach the center of the siri which is occupied by a stylized flowering plant. Each maiden is contained 
within the swirl of a flowering plant. Six birds accompany the gopi procession which is offset by a plain 
gold border. : 


80 GAUMUKHI: | silk brocade. From Gujarat. 2oth century. \ 
Accession No. 314 PLATE 70B 

Length 29.Icms. Width maximum 24.2cms. Minimum 12.8cms. | 

Colours and technique: 


Ground: Maroon silk. Woven with white and green silk threads with gold gilt badla twisted over orange 
silk threads. 


A gaumukhi is a prayer bag worn by a devotee on his right hand. It contains a strand of 108 
beads which are usually made from the stems of the sacred tulsi plant. As a devotee chants the name of 
god he turns the beads within the bag one by one. This particular example is inscribed with passages 
from the Yamunashtaka Kavya, a text written by Vallabhacharya. Each line of writing is encased within 
a border of green and gilt gold badla. 


_ BIBLIOGRAPHY: John Irwin and Margaret Hall, Indian Embroideries, Ahmedabad, 1973 p- 48 
and Pl. 26B. 


8: PICHHAVAI: net needle work (netznadelarbeit). From Germany. Early 20th century. Designed c= 
after Nathadwara pichhavat. : 


Accession No. 495 PLATE 71 
Length 143cms. | Width 130cms. 
Colour and technique: 

Coarse machine made white cotton lace. 

The setting is a ghata on the river Yamuna. Krishna disguised as a gopi appears in two separate 
scenes. In a grove near the banks of the river he is attended by two gopis within a domed pavilion. Four. | 
others stand outside. They all wear ghaghras and short cholis. Their orhnis are draped like scarves OVer 
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their heads. Krishna is distinguished by a halo. Below, in the Yamuna, Krishna is surrounded by four 
more adoring maidens. One appears to be annointing Krishna with something from a bow] which the 
gopi to her left is holding. Nearby, two female devoteesare steering barges through the lotus filled waters. 
Just above this scene, on the steps of the ghata, are two haloed female figures seated within small pavilions. 
A triple border frames the composition. The two inner ones are filled with cows and parrots amid vases 
of flowers and foliage. The more narrow band contains a scallop design. It is a summer theme usually 
known as Naukavihara or Nava ki pichhavat. 


82 PICHHAVAI: silk, printed and painted. From Gujarat. Late 19th or early 20th century. 
Accession No. 205 | PLATE 72 
Length 259cms. Width 254cms. 
Colours and techniques: 

Ground: Red silk. Printed with mica and painted with green. Outlines in black. 


The body of the pichhavai is filled with fourteen vertical rows of kairi shaped flowering plants. — 
The rows are staggered and the patterns alternately point right and left. The border containing a flower- 
ing creeper motif is edged on either side by a narrow band of alternating flowers and leaves. 


83 SINHASANA: cotton, painted, mordant and resist dyed. From Burhanpur or Masulipatam. Late 
-igth century. 


Accession No. 2350 PLATE 73 
Length 136cms. Width 72cms. 
Colours and techniques: 


Ground: White cotton cloth. Dyed with red and olive green. Painted with black, red, olive green, silver and 
gold. 


This sinhasana has been skillfully pieced together to give the appearance of a unified work. The 
most noticeable inset is the central section which is patched in the upper right corner and has been 
trimmed at the edges so that parts of the design is missing. It contains only one complete motif. Within 
an ogival medallion, formed by a band of flowering creepers is a dancing winged female figure and her 
eight companion musicians. She stands at the center separated from the musical celestials by a ring of 
flowers. Four pairs of parrots with long graceful tails mark the four cardinal points. The design keeps 
repeating interlocked with the others by the encircling creeper band. A lacey rosette marks the joining 
points, Partial sections of seven other designs remain. 


__ The border contains a series of ogival medallions outlined by bands with an alternating flower 
and leaf pattern. In each is a winged female figure playing on her instrument as she assumes the classical 
flying pose. The incomplete inner band which is cut in half by the central inset contains winged male 
celestials alternated with winged female figures. The outer border which encompasses the entire work 
is composed of two narrow bands of intricate floral designs encasing a third wider band with a delicate 
flowering wine. 


This is an unusual example which perhaps was not originally made for a Vallabhachari shrine 
but pieced together at a later date to serve as a sinkasana. Although Burhanpur has a Vallabhachari 
temple the priest there was unfamiliar with this type of work. Also the only known pichhavai artists in the 
town were said to have copied most of their compositions from Nathadwara pieces. The style of this 


- example, particularly the border design, points to a Masulipatam origin rather than a Burhanpur one, LBS 


84 PICHHAVAI: cotton, partly stencilled and partly block printed, mordant dyed and painted. 
From Gujarat or Burhanpur. 1gth century. 


Accession No. 139 PLATE 74 


Length 188.7cems. Width 185.5cms. 
Colours and techniques: 


Ground: Fine white cotton. Three shades of red, two shades of violet, three shades of green, yellow and flesh tints. 
Outline is in black and red. Red and violet are mordant dyed, blue is resist dyed. Border colourmg and greens 
are hand painted. 


A large kadamba tree, symbolic of Krishna, dominates the composition. Within its branches are 
various kinds of birds and small animals. Two squirrels scamper up the trunk to join the others. Pairs 
of identical gopis approach the tree from either side. They are dressed in ghaghras with transparent orhnis 
and are adorned with their finest jewellery. In their hands they bear fans and morachhalas. Below the 
scene, two fluting gopas tend the cows near the banks of the Yamuna which abounds with turtles, fish 
and lotus flowers. The entire composition is framed by a wide border of colourful peony like flowers. 


BIBLIOGRAPHY: John Irwin and — Hall, Indian Painted and Printed Fabrics, Ahmedabad, 
1971, No. 68. 


85 PICHHAVAI: cotton, partly stencilled and partly block printed, mordant dyed and painted. 
From Gujarat. 19th century. 
Accession No. 1601 - 
Length 227.8cms. Width 246.5cms. 
Colours and techniques: 

Ground: White cotton. Two shades of red, black, violet, green and yellow, outline in black. Figures are stencilled 

and painted, with mordant for black. Butas are block printed with the mordant for black. Red and violet are 

, mordant dyed. Green and yellow are painted. 


This pickhavai has a devotional theme and may be used at any time. A large dancing peacock 
appears directly over the space reserved for the image of Krishna. A parrot stands at the right. Four 
bhaktims carrying fans and vials of rose water approach the center of the pichhavai. One holds out a cup, 
another offers a lotus flower. Above them are two winged female figures accompanied by a pair of parrots. 
Both the sky and ground are covered with flowerlets. The central scene is bordered on three sides (bottom 
section missing) by three bands of geometric designs. 


BIBLIOGRAPHY: John Irwin and Margaret Hall, Indian Painted and Printed Fabrics, Ahmedabad, 
1971, No. 69. 

86 PICHHAVAI: cotton, machine printed. From Rajasthan. Early 2oth century. 

Accession No. C413 

Length 25.4cms. Width 26.7cms. E 

Colours and technique: 
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No. 89 (Acc. No. 804). The entire pic 


VII PICHHAVAI (deta 
Vrikshachari Bhava 





In this fragment is depicted a domed structure flanked by two gopis carrying morachhalas. Glass 
lanterns hang in the halls of the building. If the design were complete, the two cows at the top of the 
square would have partners facing them as indicated by the partial motif below the pavilion. This type 
of hanging is not used in the important temples of the Vallabhacharya Sampradaya. A similar complete 
piece which had been presented by a devotee was discarded from the Shri Nathji Mandira. 


BIBLIOGRAPHY: John Irwin and Margaret Hall, Indian Painted and Printed Fabrics, Anmedabad, 
1971, No. 198, Pl. g2A. 


87 PICHHAVAI: cotton, painted and printed. From Burhanpur or Gujarat. Late 19th or early 
20th century. 


Accession No. 2057 PLATE 75 
Length 129cms. Width 112cms. 
Colours and techniques: 


Ground: White cotton. Printed in light cadmium and painted with black, ultramarine, light olive green, yellow, 
grey and silver. 


This is a Govanda pichhavai which may be used any time between Dashahara and Chhappanbhoga, 
the period in which the festivals of Gokhilavana and Gopashtami fall. Shri Nathji stands in the center of the 
pichhavai dwarfed by the elaborate floral borders which surround him. He is also encircled by a band of 
playful cows. Directly above his peacock crown appears a human faced sun flanked by two flags. Portions 
of Shri Nathji’s figure are missing. 


88 PICHHAVAI: cotton, painted and printed. From Gujarat. goth century. 
Accession No. 1468 | PLATE 76 
Length 213cms. § Width rgocms. 
Colours and techniques: 
Ground: White cotton. Printing is grey and red. Figures painted in green, violet, yellow and brick red. 


This pickhavai is called kairi bhava ki chhinta (cloth with mango designs) and may be used at any 
time desired by the priest. Within a creeper filled border is a field of kairi buias. In the center is a lacey 
octagonal design surrounded by eight dancing peacocks. Above, a hand-painted Krishna plays his 
flute and is attended by two gopis. Each corner is filled with a delicate floral motif and two more dancing- 
peacocks. The kairi butas were stamped on before proper care was taken to ensure a symmetrical pattern. 
As a result, the arrangement is uneven. 


89 PICHHAVAI: satin, aacind and stencilled. Perhaps from the Deccan (acquired at Kankroli). 
1gth century. 


_ Accession No. 804 PLATE 77 “eae VII 
| COLOUR PLA’ 


Length 198cms. Width 165.2cms. 
Colours and techniques: 


Ground: Red satin, border in green satin. Painted with gold and touches of white, grey, blue, green, flesh, 
orange and black. Figures stencilled. | 1 
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This is referred to as a Vrikshachari pichhavai. When Krishna stole the saris of the gopis he hid 
among the branches of the kadamba and hence acquired the title of Vrikshachari (tree dweller). Here, 
four gopis are shown approaching a kadamba, the favourite spot of the tree-dwelling Krishna. Krishna’s 
presence is merely suggested by the flowering creepers which twine around the tree trunk and, to the 
imaginative mind, form an outline of a fluting Krishna. The gopis carry chanvaras and morachhalas. Atop 
the blooming trees are perched four peacocks with their magnificent swooping plumes. In the golden 
sky, between the sun and the crescent moon, four deities lean over the edges of their vimanas and shower 
the forest with flower petals. Two gopas with a herd of six cows join the group. A narrow gold band and 
flower border cdges three sides of the hanging. 

This pichhavai was cither painted in the Deccan after a Nathadwara original or at Nathadwara in the 
Deccan style. The gopis, cows and peacocks are in Nathadwara style. Howcver, the symbolic depiction 
of Krishna suggests the Deccan as its provenance. 


90 PICHHAVAI: cotton, painted and stencilled. From the Deccan (acquired at Kankroli). 19th 
century. ; | > 
Accession No. 204 — PLATE 78 
Length 78.7cms. Width 119.4cms. 
Colours and techniques: 
Ground: Dark blue cotton. Painted with gold and touches of black, red and flesh tint. Figures stencilled. 


In a forest setting, four gopis with folded hands approach the cut-out area reserved for the image 
of Krishna. They wear patterned ghagharas and orhnis decorated with flower designs. Bands of gold and 
strands of pearls adorn their arms and necks. On their heads they wear pearl rakhadis with karnaphulas 
and jhumkas. A narrow border with a tendril design edges the scene. 


91 SINHASANA: cotton, painted and printed. From Rajasthan. Late 19th century. 
Accession No. 203 PLATE 79 
Length 179.1cms. |§ Width (at broadest point) 137.1cms. | 


Colours and techniques: | 
Ground: Indigo cotton, Stamped designs outlined in gold and painted with red, orange, two shades of pink, 
violet, two shades of green. 


The center portion of the sinhasana is a field of flowering plants arranged in staggered rows. 
Each has two budding flowers and one large colourful blossom atop golden stems. The floral border 
contains a broad band of blooms amid swirls of leaves edged by two narrow bands of an alternating 
flower and leaf design. The border was made separately and is sewn to the main body of the sinhasana. 


92 PICHHAVAI: cotton, painted. From Nathadwara. 2oth century. 

Accession No. 1782. PLATE 80 
Length 118cms. Width 120cms. 

Colours and technique: 


= * White cotton. Painted with white, black, blue, two shades of green, yellow ochre and three shades 
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No. 94 (Acc. No. 1438). The entire pic 


VIII PICHHAVAI (detai 


A vaishnava shrine is depicted in its rural setting. Within a garden is a typical Haveli style of 
temple common among the Vallabhacharis. It is a one story structure with a large walled courtyard. 
The deity flanked by devotees surround a swing. The garden is bound on three sides by fields planted 
with various crops, an irrigation ditch runs near the shrine. It is being filled by two teams of bullocks 
which are used to draw water from the well. A well dressed man, presumably the landlord, stands nearby 
and is watching the harvesting of his rice crop. The standard creeper border edges the composition. 


93 PICHHAVAI: cotton, painted. From Nathadwara. Late 19th or early 20th century. 
Accession No. 1562 

Length 98.7cms. Width 144.6cms. 

Colours and technique: 


Ground: White cotton. Painted with black, two shades of red, blue, three shades of green, yellow, brown, grey, 
flesh, white and gold. 


This pichhavai depicts the plan of a vaishnava temple with the celebration of some festival. It is 
similar in concept to the Shri Nathji Mandira plan with the illustration of the Annakuta festival (Plate 3). 
The hanging is in poor condition and it is difficult to form a clear idea of what is taking place. The 
shrine is located at the rear of the upper courtyard. Priests and devotees are worshipping an image of 
Krishna. At the left, outside the walls, a number of armed guards stand watch. The lower courtyard is 
much larger and contains the monumental entrance way to the shrine area and another unidentifiable 
building. In the middle of the garden a number of female devotees circle around a pond (Rasa Mandala?). 
At left another group gathers at a pavilion which shelters another image. 


94 PICHHAVAI: cotton, painted. From Nathadwara. Early 20th century. 
Accession No. 1438 PLATE 81 and 

| COLOUR PLATE VIII 
Length 218cms. § Width 89cms. ; 
Colours and technique: 


Ground: White cotton. Painted with white, black, two shades of green, yellow, red, orange, brown, grey, two 
shades of violet. 


Not enough remains of this hanging to identify the theme. At the top, a portion of a temple 
with a sloping roof and two doors is visible. Almost hidden within the garden below is a small pavilion. 
In the foreground, a group of female devotees sit on a balcony overlooking the garden. Their attention 
is focussed on some event in the missing section of the pichhavai. 


95 PICHHAVAI: cotton, painted. From Nathadwara. Early 20th century. 
Accession No. 1432 PLATE 82 
Length 226.5cms. § Width 240.5cms. 
Colours and technique: 
Ground: White cotton. Painted with yellow, shades of green, blue, black, shades of red, orange, brown and flesh. 


, Krishna is shown seated with his numerous wives on the leaves of a banyan tree. It is a very 
unusual theme and cannot be associated with any particular festival. Possibly it was commissioned by - 
devotee who wanted one of his favourite stories illustrated. The composition was never completed. _ 
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At the base of the tree a dhoti clad Krishna in tribhanga position plays his flute to the delight of the 
six gopis who have gathered around him. Vitthalnath (left) and Vallabhacharya (right) are also present. 
Six peacocks listen closely to the music of the flute. Shiv, Indra, Vishnu and N arad are in their vimanas 
above. In typical fashion each chariot has a prow in the shape of the god's vehicle—Shiv—bull, Indra— 
elephant, Vishnu—Garud. Narad is identified by the vina he carries with him. The border contains 
twenty-five small panels which include the standard illustrations of Krishna’s life and the portraits of 
Vitthalnath and Vallabhacharya. In addition there is a picture of the baby Krishna floating on a pupal 
leaf and sucking his toe. The floral border and the faces of the figures, the last to be painted, have not been 
completed. 


96 PICHHAVAI: cotton, painted. From Nathadwara (acquired at Kankroli), Late 19th century. 
Accession No. 803 PLATE 83 

Length 1o1.7cms. § Width 111.8cms. 

Colours and technique: 


Ground: White cotton. Painted with black, dark blue, purple, green, yellow, flesh, red, white with touches of 
silver and gold. 


Dwarkadhishji appears wearing tipara shringara or his cow hearding outfit which 1s a common 
dress for the month of Shravana. It consists of a mallakachha (lower garment) and a pointed cap (tipara) 
decorated with a morachandrika. The jewelled four-armed swarupa carries a chakra, and gada in his upper 
hands. The lower ones remain empty. Although Dwarkadhishji resembles Mathureshji, he is easily 
distinguishable by his square pithaka. Behind the image is shown a peaked sinhasana. At his feet are two 
bolsters, a laddu box and water jug. Two gopis carrying morachhalas attend Dwarkadhishji among the 
plantain groves of Vraj. A border with a leafy vine encircles the scene. 





97 PICHHAVAI: cotton, painted. From Nathadwara. 2oth century. 

Accession No. 1111 PLATE 84 
Length 354.6cms. § Width 91.5cms. | 
Colours and technique: 


Ground: White cotton. Painted with white, pink, orange, red ochre, green, grey, blue, silver and gold. 


Shri Nathji appears dressed in a kachhani and flaring uparana with a decorated morachandrika. 
Around his neck are a lotus bud garland and strands of pearls and other jewels. He also wears a gold 
armlet and his uplifted hand bears an elegant hathaphula. A chutilla has been braided into his hair and its 
decorative tassel swings at his side. In the raised hand he holds a rose symbol for Mt. Govardhan 
while he clasps a herding stick and stemmed lotuses in his right hand. Two more jewelled sticks lean 
at his side. The traditional laddu box and water jug appear in the foreground. The pithaka is covered 
with a white thare vastra. 


98 HANGING: cotton, painted. From Nathadwara. Early 20th century. 

Accession No. 1403 | | PLATE 85 
Length 142cms. Width 63.3cms. 

Colours and technique: 
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Damodarlal, more commonly known as Bare Dauji—the tilkayata who brought Shri Nathji’s image 
to Nathadwara, is the sole subject of the hanging. He is painted in profile wearing a bordered dhott 
and wooden sandles. Around his waist is a jewelled belt and a sash decorated with a floral motif. He also 
wears a necklace of pearls and precious stones with matching arm bands and earings. In his hands he 
carries a rose and blooming lotus. A halo indicates his divinity as a descendent of Krishna. 


4. Artists and Techniques 


There is a wide range of techniques used in making temple hangings. Although the 
most common and best known fpichhavai examples are paintings on cloth, the works 
may also be applique, a combination of painting and applique, printed, embroidered 
_ or brocade. 

The majority of pigment painted pichhavais come from Rajasthan, notably from 
Nathadwara, but there are also examples from Gujarat and the Deccan. At present 
the only surviving school is at Nathadwara where the artists continue to produce 
works for private shrines as well as various temples of the sect. There are about fifty 
artists in the city who are actively engaged in the painting of pichhavats. | 

At one time, according to oral tradition, there were several clans of artists in 
Nathadwara.! Now there are only two groups. These are the Jangidas and the Adi 
Gauras who live in their own communities on opposite sides of the city. The street of 
the Adi Gauras which is located directly behind the Shri Nathji Mandira is known as the 
Chiteronki Gali (lane of the artists). The Jangidas’ section which is farther from the temple 
is called Chiteron ka Mohalla (the district of the artists). Despite the apparent segregation 
it is not unusual for a pupil of one caste to be apprentised to another group. Also 
painters from the two groups might work together on a large project dividing the work 
according to their particular talents. This is called ghana ka kama (batch production). 


The Jangidas are Brahmans and have the clan name of Sharma.” In addition to 
painting they practice the crafts of carpentry, gold and silver smithery and stone 
masonry. There are several artist families in this group. Discussions with their members 
revealed that they had migrated to Nathadwara in stages from different places. These 
branches are now interrelated by marriage. 

One family whose oldest member is Narottam Narayan Sharma, has produced 
many distinguished artists. According to their written genealogy, their ancestors 
originally came from Halura Puri, a place they equate with Ellura. From Halura Puri 
they moved to Kashi, Pali, Ajmer, Sone Nagar, Malpura and Landani before settling 
in Udaipur in 1488 A.D. Finally, in 1705 A.D., they came to Nathadwara. With the 
exception of a few family members, who in the last decades have left to seek work 
elsewhere, the family has remained there. 

Other branches of the Fangidas trace their ancestry back to Jaipur. Shankarlal 
Sharma claims that his forefathers came from Jaipur ca. 1720 A.D. Revashankar 
Sharma, grand nephew of the well known artist Ghasiram, gives a ca. 1820 A.D. date 
for the arrival of his family in Nathadwara. | 

The Adi Gauras are also Brahmans and likewise bear the caste name of Sharma. 
Among their number are carpenters, stone masons and palmists as well as paintets.™* 
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Certain branches of this group claim to have accompanied Shri Nathji to Nathadwara 
from Mathura. At the very least they claim to have an extremely early association 
with the holy city. According to tradition the ancestors of the famous rgth century 
Adi Gaura artist Sukhdev were stone masons for the Shri Nathji Mandira. For the most 
part, the other branches trace their lines back to Udaipur. Unfortunately they have 
not kept detailed genealogies and have only a vague idea about the dates when their 
families arrived in Nathadwara. Kanhayalal, who is in his early sixties, said that his 
forefathers came about eight generations ago. Pannalal, a seventy-year-old artist, 
could be more exact. His family originally came from Marwar, but they settled in 
Udaipur for some time before his grandfather migrated to Nathadwara in the 1gth 
century. Nayansukh Sharma who is in his sixties is only a second generation resident 
of the city. His father moved from Udaipur around the turn of the century before 
Nayansukh was born. From this information it appears that the Ad: Gauras have been 
migrating from Udaipur to Nathadwara since its founding in the 17th century with 
the last family arriving in the late 19th century. 

One of the very interesting points revealed in talks with the artists of both 
castes is that several said that their ancestors were not painters before their arrival in 
Nathadwara or that they had not been continuously employed as painters since they 
had come to the city. Shankarlal Sharma told us that his great grandfather and father 
were painters, but that his grandfather was a stone mason at the Dwarkadhishji Temple, 
Kankroli. Other artists have been engaged in two professions simultaneously. Examples 
of this dual professionalism are Nayansukh Sharma who is a photographer and a 
pichhavai artist and his father who was an enameller as well as a pichhavai painter. 

Of course, many could point to a long tradition of artists in their families. Reva- 
shankar Sharma said that his forefathers were painters in Jaipur even before migrating 
to Nathadwara. Kanhayalal also stated that his family had been continuously engaged 
in the painting profession for about eight generations. Narottam Narayan Sharma was 
even able to produce paintings which go back to the time of his great uncle Jagannath. 
Paintings by his grandfather and father still exist on the walls of the Moti Mahal and 
two small temples in Nathadwara. 

In other parts of Rajasthan where the Vallabhacharya Sampradaya flourished; 
i.e. Kota, Bundi, Jaipur, the tradition of pichhavai painting has, for all purposes, dis- 
appeared. Most of the sites are no longer important centers and the artists have either 
moved away or entered into another craft. Only at Kota was one artist found who 
said that his ancestors were pichhavat painters and that he was carrying on the tradition. 
He is Omkarlal who is a Namdeva chhipa, a dyer by caste. His family story is very 
interesting because it indicates the artistic exchanges which were occurring between 
Nathadwara and its neighbouring towns. In the region of Durjan Sal, Omkarlal’s great, 
great grandfather Rajrup Hansraj moved from Nathadwara to Kota and was appointed 
ustad (master painter) in the court. Rajrup Hansraj was succeeded by Nathulal who 
died at an early age, leaving a very small son by the name of Gendilal. Since Gendilal 
was too young to continue the family tradition, another painter from Nathadwara, 
a Sakavara Brahman named Omkar became the ustad. Gendilal received his training 
from him and upon his death, succeeded him as the master painter of the court. His __ 
assistants were Panna Khatri, his son Bhairavlal, Ballu Musalman and his son Rahim * 
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Baksh. In the 1890’s when Gendilal died, Bhairavlal, father of Omkarlal, took his 
position in the court. It appears that Omkarlal is the last pichhavai painter in Kota 
and that the tradition will die out with his passing. 

Only at Nathadwara was it possible to observe the artists at different stages of 
work and to study their techniques in detail. Formerly, pichhavais were painted on thick 
hand woven material, but now a thinner machine made variety is used. Generally, the 
cloth is white, but it is not unusual to use black, blue or red fabric. In the latter case, 
silver and gold are usually the predominant colours in imitation of the style which 
was popular in the Deccan. 

The cloth is first starched with maida (wheat) paste. This process prevents the 
colours from running together as well as from bleeding through the material. After 
it dries the cloth is ready to be blocked. 

The spacing (khaka jamana) is done very systematically. First the outer limit for 
the border (par ki boundry) which will contain the creeper motif (bel) is marked off 
with a coloured thread and the help of a set square (Konia). The thread is dusted with 
charcoal or zinc white (safeda) and leaves a mark where it is placed. By the same 
method the central portion which will contain the main scence is also outlined (pichhavai 
ki boundry). If there are small border illustrations they are set off at this time by using 
a compass and coloured thread. Then the center of the inner rectangular space is 
determined and marked. This central point governs the distribution of the figures. 
In a Rasa Mandala scene, it is the center of the circle and the spot reserved for Madan- 
mohanji or the whirling figures of Krishna and Radha. In an Annakuta pichhavai it is 
the location for Shri Nathji. The artist, keeping the central point in mind, then cal- 
culates the space required for the River Yamuna, sky or depiction of Mt. Govardhan. 
The sketching begins only after the spacing is completed. 

The selection of the sketching material is determined by the colour of the fabric. 
Zinc white (safeda) is used on the dark coloured cloths. On the white pieces, the sketch- 
ing is done with the charred pointed tip of a twig from a tamarind tree. The Nathadwara 
artists call the rough sketch made with these materials tzfan. This is close to the term, 
tipai, which the Mughal painters used.** All the necessary corrections (sahi) are made 
before the tipan is retraced with a brush dipped in sendur (orange lead) or white paint, 
depending on the colour of the material. Next the sketch is lightly dusted with a piece 
of cloth and starched again before the artist begins painting. 

Then comes the painting of the figures and landscape. When the initial colouring 
is finished the work is burnished by laying it face down on a smooth rock and rubbing it 
from the reverse side with an agate stone (ghonta). The shading and detailed work on 
the figures and landscape follow. Among Nathadwara artists, this finishing 1s called 
likhat. At this stage pearls (moti lagana) and rubies (nagachunt) are added, and the gold 
ornaments are completed and rubbed with an agate to give them a gloss. The final 
work on the figures is the addition of the transparent garments. A light wash is used 
so that the undergarments remain visible (sari orhana) and then the gold butas are 
applied (buti banana or chundari banana). The last step is the completion of the creeper 
motif in the border. 

The palette of the Nathadwara artist spans the colour spectrum. Although 


pichhavais are perhaps best remembered for their vibrant blues and greens and brilliant: Lf 
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reds and oranges, the complete range of colours is used. Most artists prepare their own 
pigments from the traditional mineral compounds and vegetable extracts but some 
have turned to commercial synthetic paints. Fangida artist, Dwarkalal Sharma who 
still mixes his own paints provided us with a list of the colours he uses. These include: 

Sendur—orange 

Kesart —safiron 

Chero (also known as Cheharai)—flesh 

Hinglu (also known as Ingur or Shangraf)—vermilion made from sulfide of 

mercury | 

Rav Sena—yellow ochre or gamboge 

Katt —light slate 

Kangal (also known as <angalt)—verdigris which is copper acetate 

Suva Pankhi—parrot green 

Selu—emerald green 

Pilo—yellow 

Gavgoli or Pyori—yellow made from cow urine 

Jangali Ghero—greenish grey 

Safeda—white 

Nil—indigo 

Lilo—bottle green 

Gulabi—pink : 

Lal—dark red 

Khasni (Jambani)—plum 

Geru—red ochre 

Hadmacha (also known as Hirmichi)—reddish brown 

Sai (also known as Syahi)—black from lamp black 

Asmani (also known as Lazvardi)—lapis lazuli 

In addition powdered gold and silver are also used.** 


Sometimes these terms have been written on the sketches or tracings as a colour 
guide and are used for painting the same composition in future. These are called khaka 
among the Nathadwara artists (Pl. 8). The colours are kept by the’ artist in a dry, 
rock-like form. When a colour is to be used, the piece is ground and then the powder 
is dissolved in water and thickened with a gum resin.?” 
se The Nathadwara artists work with two types of brushes (kalam). The broad jara 

is made from goat hairs and is used in painting large areas. The detailed work is 
accomplished with a thin jhina made from the hairs of squirrel tails. 

In order to facilitate the painting of large pichhavais, the artist used a khori 
which works on a principle similar to that of a window shade (Pl. 9). The pichhavaz 
1s suspended between two pieces of bamboo (top and bottom) which are tied together 
at both ends by lengths of cord. By adjusting the strings with a series of knots, the 
artist can roll up the portion he is not using on either the upper or lower pole. In this 
way, he may work in a very small space. | 

Unlike the pigment painted fichhavais, the other types of hangings such as the 
embroidered or applique pieces are not the products of schools which specialized | in 
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pichhavais. They are the works of the craftsmen who excelled in sewing, weaving or 
embroidery. | , 

The applique pichhavais are made by tailors employed by the temple. On oc- 
casion, the tailor may work in collaboration with an artist who sketches the patterns 
for the figures and later adds the painted details. Several fine examples of this type, 
made under the guidance of the Jangida artist Ghasiram, were seen in the Shri Nathji 
Mandira collection. 

The zardoji hangings, which occupy an important position in the main houses of 
the Vallabh Sampradaya, are also the work of tailors or professional embroiderers. 
Gold or silver metal threads are stitched to satin or velvet with thin silk threads giving 
the works the appearance of true embroidery. At Nathadwara one of the temple 
officials, who learned the art from his father, makes these pichhavais. | | 

Brocade hangings are also quite popular because they are well suited to the 
winter weather. Such pieces are made by professional weavers on special order. 

In addition, there are the kalamkari works and the fine embroidered pieces of 
Gujarat which have been discussed in volumes I and II of this series. The Calico 
works are outstanding examples of their types and were undoubtedly commissioned by 
wealthy patrons who wished to present them to their local temples. They usually have 
compositions which are similar to those of the Nathadwara pichhavais, but the differences 
in medium and style give them their own distinct character. 


5. Conclusions 


There is no doubt that the Nathadwara school was a melting pot for the artists of 
Rajasthan. It is immediately apparent that the various elements in the pichhavais are 
derived from the styles of Bundi, Kota, Jaipur, Udaipur etc. Indeed, as it was noted 
in the previous section, the artists themselves claim to have come from several places 
in Rajasthan. The variety of styles which are displayed in Nathadwara paintings 1s 
not surprising when the religious history of the region 1s taken into consideration. 
There was a religious unity which transcended the political squabbles of the period. 
This unity brought the districts together and led to an exchange of artistic traditions. 

There was a great interest in Krishna and Vallabhachary a’s teaching among the 
rulers of Rajasthan. Even before the founding of Nathadwara, Savant Singh of Kishan- 
garh was an adherent of the Vallabhacharya Sampradaya. His great grand father Rup 
Singh (1654-58) was a disciple of Gopinath and established the worship of Kalyan Rat 
in Kishangarh.* 

The founding of the Shri Nathji Mandira at Nathadwara firmly established 
Rajasthan as the center of the sect. Other images of the sata swarupa were also moved 
- to the desert state following threats of destruction from the Mughals. The rulers of 
Rajasthan became very much involved in the doctrine and practices of the Vallabha- 
charya Sampradaya. Their interest in Pushtimarga is documented by a number of pamtnes 
which show the rulers worshipping Shri Nathji as well as historical chronicles which 
relate their participation in religious festivals.” In Samvata 1840 (1783 A.D.) when 

Bahadur Singh convened the sata swarupa at Kishangarh, Raj4 Gaj Singh of Bikaner, 
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Bijai Singh of Marwar and Rana Arsi of Mewar joined in the celebration.” Another 
such gathering of the images is recorded by Tod who recounts the difficulty with which 
the feat was accomplished again in 1820 A.D. with his assistance.“ Similarly the 
reigning princes must haye come to Kankroli in 1886 A.D. when a feast of Chhappanbhoga 
was held for the swarupas.” 

Political events were also responsible for bringing rulers to Nathadwara. In a 
dispute over succession in 1819, Kishore Singh of Kota withdrew to Jaipur to collect 
an army. After he was defeated he sought sanctuary in Nathadwara where he remained 
until 1821 when the disagreement was resolyed.*? Kota had four Vallabhacharya 
Sampradya temples and its connections with Nathadwara were very strong.“ 

These movements and meetings of various rulers are indicative of the exchanges 
which were occuring among the schools of painting as well. Many artists were drawn 
to Nathadwara because of its growing popularity and need for artistic talent (see 
section 4). On the other hand, the need for devotional objects in the outlying temples 
of the Vallabhacharya Sampradaya drew Nathadwara artists into the surrounding regions 
to train others. Artist Omkarlal of Kota told us that his ancestors, who were painters, 
came from Nathadwara and that his grandfather Gendilal received training from a 
Nathadwara artist named Omkar who had settled in Kota. Likewise, in Mathura 
when we talked with Sundarlal Chaturvedi, a well known scenery painter for local 
theatrical productions, we found that his teacher had also come from Nathadwara. 
He showed us a few examples of his master’s work in the traditional Nathadwara style. 
Even as recently as 1938 Jangida artists were called to Mathura to work on a number of 
chhataris and the Vallabhacharis temples of Mathura display wall paintings by 
Nathadwara artists. ; 

As a result of these exchanges, the artists at Nathadwara developed an eclectic 
style in which elements were borrowed from the various ateliers of Rajasthan. Kota 
had a noticeable strong effect on the school, and it is easy to see the similarities between 
Nathadwara works and the 19th century Kota paintings.* Although not as apparent 
in the pieces of the Calico Museum as in the pichhavais seen in the Shri N athji Mandira, 
there is a strong Udaipur influence which appears in the late 19th century, a date 
which coincides with the arrival of certain Adi Gaura families in Nathadwara. Two 
other very interesting examples in the Shri Nathji Mandira collection are later copies 
of the Samvata 1974 (1817 A.D.) Kishangarh Gopashtami pichhavai in the Bharat Kala 
Bhavan. By drawing on these various elements, the Nathadwara school developed a 
distinct style which is a pastiche of Rajasthani motifs. 

Despite the apparent connections with the various schools of Rajasthan, the 
questions of dating and style development have remained complex problems. It is 
often misleading to date Nathadwara works on the basis of other dated Rajasthani 
materials because the hieratic nature of the paintings tends to lead to a great conserya- 
tion of Style and iconography. The Nathadwara artist continues to employ elements 
which have long passed from the artistic vocabulary of his native region. 

The one factor which can be used as a terminus post quem in determining the date 
for certain parntings is the position of Shri Nathji’s feet. The image of Shri Nathji, 
wach remains the most constant component in the pichhavais, underwent a slight _ 
change in the late 19th century. According to Rai Krishnadas, the poet Bharatendu ~ 
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Harishchandra of Banaras, while visiting Nathadwara in 1882, convinced Tilkayata 
Govardhanlal that the feet should be portrayed more naturalistically. As a result the 
artists were encouraged to abandon the archaic splayed position and to adopt a more 
realistic posture (Pl. 84). Thus a pichhavai with this foreshorting of feet cannot be dated 
before the 1880’s. However, it should be noted here that even today artists continue 
to paint Shri Nathji with splayed feet. 

The biggest problem in establishing a chronology for pichhavais has been the 
dearth of dated works. Until recently, the only knowed dated pichhavais were from 
Rajasthani centers other than Nathadwara. These are the Samvata 1904 (1847 A.D.) 
unpublished Gopashtami pichhavai in the Bharat Kala Bhavan from Kishangarh and the 
Samvata 1856 (1799 A.D.) Vasanta pichhavai of Jaipur, formerly in the collection of the 
Maharaja of Cossimbazar.* 

While studying the Shri Nathji Mandira Collection, a number of dated 
Nathadwara works were discovered. The two earliest pieces are a hanging for Pavitra, 
dated Samvata 1921 (1864.A.D.) and one for Danalila, dated Samvata 1925 (1868 A.D.) 
In addition, two miniature paintings which depict different shringaras for Shri Nathji 
were uncovered in the priyate collection of Amit Ambalal Shah of Ahmedabad. These 
are dated Samvata 1891 (1834 A.D.) and Samvata 1888 (1831 A.D.). 

Some of the Calico pieces show similarities with these works, In the 1830’s 
miniatures, the gopis which appear in the pichhavat behind Shri Nathji are short and 
stocky with broad shoulders and narrow waists, not unlike the ones in two of the 
Rasa Lila hangings in the Calico Museum (Pls. 32, 33). Both have the wide sweeping 
eyes and rounded chins. The pichhavais of the 1860's display a more lyrical, painterly 
style. The gopis are more slender and graceful. Although none of the Calico works 
appear to have been done by the same hand as the Shri Nathji 1860's pichhavats, the 
trend toward this style can be seen in the figures of pls. 51, 83. It should be noted here 
that each artist has an individual style which can be recognized even when he is 
working in a group project. We were successful in identifying the works of certain 
artists, but the results of this study are beyond the scope of this catalogue and must 
wait for later publication. Attempts to attribute works to either a Jangida, or an Adi Gaura 
school are futile because of the artists’ custom of working together on projects and 
apprenticing pupils of one caste to artists of another group. __ 

What the style was before 1830 is uncertain. Perhaps it was a more rustic . 
Rajasthani folk style. Certainly none of the remaining pichhavais show any trace of the 
popular Mughal style of painting which was known among the Vallabhacharis before 
the move to Nathadwara. Vraj Bhushanlal of Kankroli has in his possession several 
Bhagavata Purana illustrations and a portrait of Dwarkadhish, son of Balkrishnalal, with 
his followers.‘’ All are in a popular Mughal style of the first quarter of the seventeenth 
century. The Vallabhacharis ‘always have been interested in painting. The poetry of 
the Ashtachhapa is filled with references to painting and artists, both male and female, 
and Vitthalnath himself is said to have been a painter.“ The early Vallabhachari 
interest in painting and the fact that the artists claim to have settled in N athadwara 
soon after the establishment of the temple provides hope that still earlier works will 
be found. 

In contrast to the pigment painted pichhavais of the N athadwara tradition in 
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which only touches of gold and silver are used as accents, there is a group of hangings 
in which gold is the predominate colour. Instead of white cloth, the background 
material is either red, dark blue or black. 

There is a limited number of compositions in this group. Each is symmetrical 
and is often composed of elements which have been traced from stencils or applied 
with block prints. Usually, Krishna is shown standing beneath a blooming kadamba 
tree with three or four gopis on either side of him. In addition to the kadamba, there is 
a full or half mango tree behind each group of gopis. More commonly, Krishna’s 
presence among the adoring milkmaids is merely suggested by a creeper which twines 
around the trunk of the kadamba and outlines the divine flutist. The iconic form of 
Krishna as Shri Nathji does not appear in these works. 

The theme of the hanging is set by the posture of the gopis. They may dance for 
the Sharada Purnima (PI. 30) or carry milk pots for the Danalila. Sometimes, they have 
fans and fly wisks in their hands in an attitude of devotion (Pl. 77). Their appearance 
around the kadamba without Krishna is called Vrikshacharya bhava and possibly refers 
to the time when Krishna, hidden among the branches of the tree, called forth the 
gopis from the river to claim their saris. When the background teems with petal shaped 
rain drops and the sky is thick with clouds, it is the rainy season or a Varsha pichhavai. 
Each scene has a band of cows at the bottom of the hanging which is being herded 
together by two gopas. 

Very little has been written about the style and origin of these works. Recently 
Robert Skelton, in his catalogue of the Mann Collection, pointed out that certain 
hangings, like the Sharada Purnima pichhavai in the Calico Museum (Pl. 29) show 
unmistakable affinities with the paintings of Hyderabad.” The slender gopis with 
their small heads are very close to the female figures in works from that region. Also 
the Mughal treatment of the floral border and the female attendants gives it a Golconda 
flavour. Elements of this style can be seen in another Sharada Purnima piece of the Calico 
Museum (PI. go). It is not unlikely that these works were produced for, if not in, the 
Deccan city of Hyderabad which has a Vallabhachari temple dedicated to Girirajajji 
and which even today maintains close ties with the Shri Nathji Mandira of Nathadwara. 

Interestingly, a gold and black Danalila pichhavai seen in the collection of the 
Dwarkadhishji Temple at Kankroli bears the name of a devotee who according to 
. Goswami Vraj Bhushanlal, was from Hyderabad, The inscription reads, ‘‘Fateh Chand 
Samarai’”’ (donated by Fateh Chand). Although it differs slightly in style from the 
above mentioned pieces, the fact that it was dedicated by a Hyderabad bhakta provides 
one more link between the golden works and the southern city. It is similar in format 
to the Sharada Purnima pichhavai but the gopas and cows appear heavier, more in the 
tradition of Rajasthani figures (see also No. 89 and PI. 77). This presence of Rajasthani 
or non Deccani elements which are found in many of the pichhavais raises an interesting 
Quesuoe: Were the golden hangings produced in the Deccan by artists familiar with 
pwchhavais of Rajasthan and Gujarat or were they painted in the western states to suit 
the tastes of Deccani patrons. The technique used is not one which is readily ascribed 
to the Deccan but one which is well known in Rajasthan and Gujarat. The designs are 
stamped on the cloth. Then gold leaf is applied to the outlines with glue and generally 
spots of bright pink, orange or red accent the figures. Several good examples of this. 
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type are in the Calico Museum collection. 

Still stylistically, many of the pichhavais appear to belong to the Deccan. Whether 
it be Hyderabad, Burhanpur or Aurangabad, as Jagdish Mittal suggested, remains to 
be proven. The wide variation in styles indicates that these works are the products of 
more than one center. Further investigation in this area may provide the necessary 


evidence. 


SI 


u. JAIN PATAS 


Although considerable attention has been given to Jain painting in recent years, little 
of it has focused on the painted cloth hangings of the sect. In part this is because no 
patas, as they are commonly referred to, appear to predate the late 14th century with 
the majority of examples belonging to the later period of the 18th and 19th centuries. 
The scarcity of early works perhaps can be attributed to the perishable nature of the 
cloth. In any case, despite the minor role patas might play in dating and stylistic 
development, the subject matter of the hangings provide excellent records of Jain 
philosophy and teachings. 

Basically patas, as U.P. Shah noted in one of his early articles, may be divided 
into two categories, tantric and non-tantric.! Among the tantric works are the diagrams 
of mantras known as yantras and scenes drawn from descriptions found in tantric texts, 
e.g. Hrindaya Kalpa, Surimantra Kalpa and Vardhaman Vidya Kalpa. The non-tantric 
works are more like chitra patas and do not necessarily conform to any tantric uzdhi. 
Among these picture paintings Shah includes the tirtha patas which are drawings of 
pilgrimage sites and the cosmic diagrams which are sketches of the Jain concept of the 
universe. The Calico Museum possesses a number of examples from both categories. 

Interestingly a wide variety of tantric diagrams have been caste in metal but 
only a few of these have been transcribed to cloth. Two of the more common types, the 
Hrinkara mantra and Siddhachakra patas are among those in the Calico Collection. From 
early times mystic diagrams drawn according to textual instructions have been pre- 
pared and worshipped by Jain saints. Only after a devotee has been properly initiated 
would the diagram and the knowledge of its tantric forms be disclosed by the guru. 
Just as the mantra or mystic words lead the spirit in meditation so the yantra or tantric 
diagram is to direct the visual sense in a particular form of thought. 

Central to all Hrinkara mantra patas is the Hrin syllable containing the twenty 
four tirthankaras. As one concentrates upon the syllable one also contemplates the 
example set by the twenty four jinas. In the strict sense tirthankaras are not worshipped 
but looked upon as supreme models of behaviour. As the terms imply they were the 
conquerors (jinas) or forders-of-the-stream (tirthankaras) of life. They are to be emulated 
in seeking salvation. 

The Siddhachakra or saint’s wheel embodies the essence of Jain religious teachings. 
Its purpose is for the worship of the nine most important padas or dignities of Jainism. 
These include the panchaparameshthinas and the four fold religion (Pl. 99). The type 
illustrated by the Calico example is the version worshipped by the Svetambaras. The 
Digambaras use a slightly different form called the Nava Devata. Each pada has a 
colour associated with it and on certain festivals such as Oli non pictorial representa- 
tions of the Siddhachakra are drawn on the floor in coloured grains. 

In the non-tantric category plans of the mountain top pilgrimage sites (tirthas) 
sacred to the Jains are popular subjects for patas (Pls. 86-90). These holy temple 
cities built by devotees crown a number of mountain peaks which have a special signi- 
ficance for Jains. Sites such as Pavapuri (Bihar) or Girnar (Saurashtra) are the places 
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where jinas are believed to have attained nirvana, Others such as Shatrunjaya 
(Saurashtra) have gained sanctity because they have been visited by various tirthankaras. 
These mountain retreats resemble fortresses. Within the stone walls crested with crenel- 
lated parapets, the city is divided into éukas or wards. Each tuka which contains a 
number of temples is surrounded by another high protective wall. The priests who 
are the caretakers do not live within the confines of the sacred cities but lock the fortress 
gates at night and descend the steep mountain paths to the towns below. 

Shatrunjaya, the main subject of the Calico tirtha patas, is one of the most im- 
portant pilgrimage peaks. It is a site closely associated with Rishabhadev (Adinath), 
the first of the tirthankaras. Located in the Kathiawar mountains of Saurashtra Shatrun- 
jaya bridges twin summits almost 1,000 feet above sea level. In typical fashion the 
holy site is surrounded by a fortification wall and the shrines within are enclosed by 
walled tukas. The foundation of the oldest structure dates from c. 1000 A.D. but the 
majority of shrines are more modern, post dating the Islam invasions of the 14th and 
15th centuries. Despite variations in the Calico Shatrunjaya patas the artists have 
depicted the remoteness of the site and the outline of the city and its temples with 
enough accuracy so identification is unmistakable. 

The tirtha patas in the Calico Museum which span a period of approximately 400 
years, clearly show a variety of styles depending on date and provenance. In the 15th 
century version we have what is commonly associated with early Jain or Western 
Indian painting (Pl. 90). The palette is limited with emphasis on the primary colours 
of red and blue. The figures are highly stylized and possess what was become known 
as the ‘farther eye.’ Each éirtha is represented by a jina and attendants. The only dis- 
tinguishing feature is the identification label at the bottom of each square. With the 
exception of No. 103 the other 18th and 1gth century patas are more localized folk 
pieces, far removed from works which are classified as Jain painting. In the 1885 
Kishangarh piece only the subject matter is Jain, (Pl. 86). The basic style is Rajasthani 
which has been strongly influenced by European painting in both the use of shading 
and perspective. 

Although the firtha patas are undoubtedly related to the early pilgrimage draw- 
ings mentioned in ancient texts, they do not serve the same function.” Tirtha patas are 
not pilgrimage momentos but sacred hangings which are kept in Jain bhandaras. Devotees 
gain religious merit by having darshana of the patas. The Shatrunjaya pata has a special 
significance on the occasion of Kartika Purnima one of the holiest days in the Jain 
calendar. This date marks the end of austerities observed during the monsoon season. 
It is also the first day on which the temple city is opened after the inclimate rainy 
weather. All who can, travel to Shatrunjaya or visit other tarthas for the festival. For 
the rest, Shatrunjaya patas are displayed in open areas so they might have darshana 
of the holy site. Even the refreshments similar to those served at the pilgrimage spot 
are distributed among the devotees. : 

Another popular non-tantric theme is the Jain concept of the universe and in 
particular the Adhai Dvipa (2} islands) which comprises man’s world. The Jains’ view 
of the universe may be likened to the body of a man and is often portrayed as such 
(Pl. 91). The stomach or Madhya Loka contains a series of concentric islands and 
oceans. At the center is Mt. Meru. On two and half of these islands ( Adhat Doipa) man 
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resides. When one leaves the Madhya Loka the spirit ascends through a series of layers 
(ribs and neck rings) to the Deva Loka in the cerebral region or descends to the lower 
limbs of hell. The object is for the soul to escape the bonds of karma and the motion of 
dharma which pervades the lokas and ascend upwards until even the Deva Loka is tran- 
scended and the spirit is free of all physical restraints residing in a motionless state. 

Among the Adhai Dvipa diagrams in the Calico collection is a 16th century piece 
which is perhaps the earliest dated work of this type (Pl. 92). This piece is clearly 
identified as a work of Samvata 1562 (1505 A.D.). 

Closely related to the universe diagrams, although strictly speaking not patas 
nor objects of worship, are the Gyana Baji or playing boards for the ancient rendition 
of the game of snakes and ladders. Based upon the Jain beliefs in the rewards for good 
and evil, a player must pass through a series of squares labelled lokas and kshetras as a 
soul must until he reaches the highest heaven. Even the format often resembles the 
human diagram of the universe (Pl. 101). The game is a useful teaching aid and is 
commonly played during the festival of Paryushana particularly on the fast day of 
Samvatasari when one is to atone for his sins. 

The techniques involved in producing these paintings on cloth are in many 
ways very similar to the methods used by pichhavai artists. A piece of unbleached cotton 
cloth was first primed so the colours would not bleed into one another or penetrate the 
fabric. In some instances starch was mixed with kaolin, a white clay substance, which 
filled the pores of the material. After burnishing the surface the sketch was made with 
charcoal or red ochre. Finally the colours derived mainly from minerals and natural 
salts were applied with animal hair brushes. For a more extensive account one should 
consult Moti Chandra, Fain Miniature Paintings from Western India and a recent chemical 
analysis on two early pfatas undertaken by B.N. Tandon, Bulletin National Museum 
New Delhi, No. 2, 1970, pp. 32-36. | 

__ All of the above mentioned types of patas are meant for worship. They are kept 
within the confines of the Jain bhandaras. Very seldomly would an individual have 
one in his private possession, almost as if it were too powerful to keep. 

It is not difficult to see that Jain patas are among the direct descendants of 
the ancient art of cloth painting as recounted in early texts.> Unfortunately it is im- 
possible with the existing materials to trace the practice among the Jains further back 
than the 14th century. = 


99 SHATRUNJAYA PATA: cotton, painted. From Rajasthan. Originally painted in the early 
19th century, repainted in 1885 A.D. at Kishangarh. 


Accession No. 1137 PLATE 86 
Length 238cms. Width 177cms. 3 
Colours and technique: 

Ground: White cotton. Painted with white, pink, red, brown, blue, two shades of green, grey, black and gold. 


ae The subject of this pata is the depiction of Shatrunjaya, the mountain retreat most sacred to the 
Jains. It is located in the Kathiawar Mountains which are in the southwest corner of the modern state of = 
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Gujarat. According to tradition, Rishabhadev, first of the tirthankaras, climbed the mountains ninety- 
nine times. With the exception of Neminath, it is said, that all successive tirthankaras also visited the hill 
and hence Shatrunjaya has a special significance for Jain pilgrims. 

In the fata, Shatrunjaya is realistically illustrated as an extensively walled temple city which 
occupies two peaks of the mountain range. Because of the sanctity of the site many temples have been 
erected there until almost 900 shrines crowd the summits and spread across the saddle between the 
heights. 

The pilgrims begin their journey in the ancient town of Palitana (bottom right) at the foot of 
the mountains. It is said to have been named after the Jain acharya Padalipta Suri and possibly dates 
back to the time of Nagarjun (second century A.D.). Several miles from the town the pilgrims begin to 
ascend the steep path which ends atop the sacred summits almost two thousand feet above sea level. 
The way is lined with resting places and small shrines. In the pata, near the fork in the road, there is a 
slab with the depiction of five male figures. These are probably Devaki’s five sons who attained moksha 
on this spot. A similar shrine to Draupadi and the five Pandav brothers appears outside the city walls 
at the far left. They also are said to have attained moksha at Shatrunjaya. Before the pilgrims reach the 
main enclosure the road divides and encircles the city so that the devout may circumambulate the 
sacred site. ; 

Within the protective fortification walls of the city are depicted the principle temple compounds 
called iukas. Each contains at least one major temple and numerous small shrines. The majority of these 
are dedicated to Rishabhadev. The large structure within the Vimalavasahi iuka, at left, is the Adishwar 
temple, the shrine of the greatest antiquity at Shatrunjaya. The present temple dates from 1530 A.D., 
a gift of Karmasimha, a minister to Ratnasimha of Chittor, but it is believed that the first temple on this 
site was erected around 1000 A.D. Like many others at Shatrunjaya, it was destroyed during the Muslim 
attacks of the fourteenth and fifteenth centuries. 

The inscription in the bottom left corner reads: 

“Shri Jinaya Namah. Svasti Shri Manglam Bhavatuh Samvata 1942 Varshe . . . Masottam 

Maghmase Shuklapakshe Tihau 5 Bhome . . . Shri Shri 1008 Shri Vijayraja Surishvara.. - 

Krishnagarasya Sangha Siddhakashetra Tirthrajasya . . . Gambhira Vijay . . . bha Vijay 

Upadeshat Sushravaka Bhandari . . . Shilpvid . . . Himmat Vijayen... Chitrakar Murlidhar 

Krishnaram Ganesh Das . . . Pattam Karitam Lekhak Dashakanam Manglam Bhavatu . . . 

Kanpurvasi Bhandariji Tat Pattasyajirnoddhwara Kritam.” . 

According to the inscription, Bhandariji of Kanpur had this Siddhakshetra tirtharaja pata repaired 
and repainted at Kishangarh by the artist Himmatvijay who was a native of Patan, Gujarat. It was 
done in Samvata 1942 (1885 A.D.) on Tuesday, the fifth of Magha Shukla Paksha by the order of Shri 
1008 Shri Vijayraj Suri. 

Note that the use of perspective and shading reflects the influence of the Company style on 19th 
century Rajasthani painting. | 


100 SHATRUNJAYA PATA: cotton, painted. From Rajasthan or Gujarat. 18th century. 
Accession No. 1043 PLATE 87 AND 

| COLOUR PLATE IX 
Length 271cms. Width 180cms. 


Colours and technique: 
Ground: White cotton. Painted with white, red, orange, two shades of pink, flesh, brown, yellow, green, blue, 
grey, black, silver and gold. Sections of all four edges are missing. Portions of the left and right sides are patched 
with plain coloured cloth. 

In this more stylized depiction of Shatrunjaya seemingly thousands of pilgrims throng the 
sacred site for the pradakshina. The road encircling the walled city as well as the paths around the indi- 
vidual compounds are crowded with faithful Jains. By packing every inch of the composition with forms 
and figures the artist has successfully achieved the feeling of bustling activity which accompanies the 
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holiest holiday at Shatrunjaya, Kartika Purnima. This autumn full moon festival not only marks the 
end of a long fast but is the first day after the lengthy monsoon season that Shatrunjaya reopens for visitors. 

Within the walled city which is drawn from a bird’s-eye-view perspective, are the standard 
depictions of the tukas. Each compound is filled with a number of temples, either one or two storied free 
standing structures or small shrines set into the surrounding fortification walls. These have been built 
over a period of several hundred years—gifts of devout Jains. At the left is the large Vimalavasahi tuka. 
In the outer courtyard pilgrims pay their respects at various small shrines scattered around the enclosures, 
At the entrance to the inner courtyard is a shrine dedicated to Durga. Many such structures exist at 
Jain sites because the Hindu deities are incorporated into the Jain pantheon as subordinate gods and 
goddesses. The Adishwar Temple dominates the inner courtyard. As illustrated, it has a high podium 
so that a ladder must be used during the puja to gain access to Rishabhadev. Nearby are smaller halls 
containing the footprints and images of the twenty four t“urthankaras. On this festival day devotees gather 
before the Adishwar Temple to dance and play their musical instruments. Note that the terrain is so 
rough that staircases have been built in certain areas to make the temples more accessible. 

The lower section of this pata is badly torn but Palitana, in the bottom right corner, can still be 
distinguished as can the crowds of pilgrims preparing for the ascent to Shatrunjaya. Only fragments of 
the floral border which edged the pata remain. 


10x SHATRUNJAYA PATA: cotton, painted. From Rajasthan or Gujarat. 18th century. 


Accession No. 3056 | PLATE 88 
Length 172cms. Width 115¢cms. 
Colours and technique: 


Ground: White cotton, Painted with pink, flesh, three shades of red, yellow, dark green, two shades of blue, 
black and gold. Upper and lower portions patched with plain coloured cotton cloth, 

In this simplified drawing of Shatrunjaya only the large rock image of Adinath and three of the 
sacred tukas are illustrated. It is a festival day, undoubtedly Kartika Purnima, and hundreds of pilgrims 
are shown crowding the paths around the mountain retreat to perform pradakshina of the site. In the 
bottom right corner a bullock cart bearing some of the faithful leaves Palitana bound for the base of 
the mountain. Others, both men and women, carrying offerings for Adinath walk the entire parikrama. 
The rich or invalid are born in palanquins. 

The compound which dominates the pata is the Vimalavasahi tuka. Behind the protective doors 
of the lion and elephants gates lies the two storied Adishwar Temple, the oldest shrine to Rishabhadev 
at Shatrunjaya. Four monks are shown performing arti before the large white marble image of Adinath. 
A group of musicians and one dancer perform to mark the joyous occasion. Sixty-two small shrines with 
tirthankara images line the fortification wall of the temple. Numerous other shrines not only share the 
courtyard with the large temple but also crowd the outer enclosure. 

Every rock of the mountain is populated by a rabbit, deer, snake, peacock or tiger to emphasize 
the remoteness of the retreat. An occasional tree dots the landscape. The Shatrunjaya River, filled with 
fish, runs along the left side of the pata just inside the plain narrow border which edges the composition. 


10oz SHATRUNJAYA PATA: cotton, painted. From Gujarat. 19th century. 

Accession No. 1095 PLATE 89 
Length 180cms. Width 154cms. 

Colours and technique: 


mes — ee cotton. Painted with white, flesh, two shades of pink, red, yellow, green, two shades of blue, it 
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SHATRUNJAYA PATA (detail) 
No. 100 (Acc. No. 1043). The en 
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The pata depicts the Siddhakshetraof the Jains, Shatrunjaya. At the base of the mountain lies Palitana 
with a temple to Rishabhadev. A winding road leads from the town to the temple city in the mountains. 
Numerous shrines line the path. One of these is a temple to Parshvanath who is easily identified by his 
blue colour and companion snake. Prominence has been given to a large seated image of Rishabhadev 
which is enshrined at Shatrunjaya. It is carved from the living rock and measures 18 x 14} feet. At his 
feet is his bull companion. To the left of Rishabhadev, on the southern ridge, is the Adhishwar complex. 
Within the two storied shrine Rishabhadev is attended by his yaksha and yaksht, Gaumukh and 
Chakreshvari. The three other tirthankaras which occupy the second floor of the temple symbolize the 
hundred smaller images which share the structure with the large marble icon of Rishabhadev. Sur- 
rounding the primary temple are a number of secondary shrines. One contains the footprints of twenty- 
four tirthankaras. The compound which appears on the northern ridge, at right, is probably the Khara- 
taravasahi tuka, the site of the Chaumukhaji Temple so named for the quadruple image of Rishabhadev 
which faces the four cardinal points. A narrow border with a herring bone design encircles the pata. 


This particular example has a spirit of spontaneity. Washes of colour are freely applied over 
brush drawn outlines. Formerly there were touches of gilt but the gum resin was casually applied so 
that the gold has fallen away. 


103 TIRTHA PATA: cotton, painted. From Gujarat. Late 15th century. 


SAMMETSHIKHARA 


DEVAGIRI 
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PLATE 90 AND 


Accession No. 2011 COLOUR PLATE X 


Length 6ocms. § Width 59cms. 
Colours and technique: 


Ground: White cloth. Painted with dark pink, orangish red, green, blue and black. White is the natural colour 
of the cloth. 


The upper portion of the pata is devoted to four sets of tirthankaras held sacred by the Jains. In 
the top row, the twenty standing figures are the viharmana tirthankaras who according to Jain philosophy 
roam in the Mahavideha Kshetra. The three successive rows each contain twenty four seated figures. As 
noted in the left margin, these are the atita, vartmana and anagata tirthankaras. The vartmana tirthankaras 
are the twenty four from Rishabhadev to Mahavir. According to Jain beliefs a similar number preceded 
Rishabhadev (aiita) and another twenty four will succeed Mahavir (anagaia) in the infinite circles of 
time. At the right under the anagata tirthankaras is a row of four figures separated by floral panels. ‘These 
are identified at the rainamala. In the center directly below the seated figures appear the ashta mangala— 
the eight auspicious symbols. These are (1) sotthiya (svastika), (2) Strivachha (shrivatsa), (3) nandyavaria, 
(4) vaddhamanga (powder box), (5) bhaddasana (throne of fortune), (6) kalasa (water jug), (7) maccha (fish) 
and (8) dappana (mirror). Below these, in the central block, are nine squares containing a series of mantras. 

The remaining illustrations depict nineteen firthas and sacred mountains. Seventeen of these 
are characterized by an enthroned tirthankara accompanied by two or more attendants (see diagram). 
Sammetashikhara at left, the place where twenty vartmana tirthankaras achieved nirvana is symbolized by 
twenty seated figures. The tirtha which occupies the bottom center square is ashtapada, the site where 
Rishabhadey attained moksha. Six monks are shown ascending the steps to a lirthankara shrine above. 
Below the steps are illustrated Ganesh and the nine grahas. Anyone experiencing the darshana of this 
pata would acquire the religious merit which comes from visiting the sacred temple cities depicted. 


104 DIAGRAM OF THE UNIVERSE: cotton, painted. From Gujarat or Rajasthan. Late 18th 
century. 


Accession No. 986 | PLATE 9g! 
Length g0cms. Width 72cms. 
Colours and technique: — 


Ground: White cloth. Painted with flesh, two shades of pink, two shades of red, yellow, olive green, two shades 
of blue, grey and black. - 


The Jains view the universe as having three basic divisions. These are the Deva Loka (World of 
the Gods), the Madhya Loka (Middle World) and Naraka Loka (World of the Demons). Often they are 
egseks within the body of a human figure with arms akimbo, here, however, the illustration is more 

stract. 

At the bottom is the WNaraka Loka or Lower World. It is divided into seven paralle] bands re- 
presenting the seven levels of hell. From top to bottom they are Ratnaprabha, Sharkraprabha, Valukaprabha, 
Pankaprabha, Dhumaprabha, Tamahprabka and Mahatmahprabha. Each is characterized by a dark, merky 
colour. The inhabitants of these strata are condemned to perpetrating despicable acts against their 
companions as well as torturing themselves. On the various levels they may be seen cutting one another 
in half, being boiled alive, impaled on sharp poles, attacked bri hake cent nleuren Coe eucacannnn 
see flames of a raging fire. The upper regions of hell are very hot whereas the lower levels are extremely 
cold. 

The Madhya Loka or Middle World, the place of man’s existence, is represented by a series of 
concentric circles which illustrate alternating bodies of land and water. Mount Meru lies at the center 
on the continent known as the Jambu Dvipa. Around it flows the Lavana Samudra (Salt Ocean). The 
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X TIRTHA PATA (detail): cotton, painted. From Gujarat, late 15th century. 
No. 103 (Acc. No. 2011). The entire pata is illustrated on Plate go. 


following continent is called Dhatkt Khanda Dvipa which is encircled by the Kalodadhi Samudra. The last 
distinguishable body of land is Pushkara Dvipa. The continents and waters beyond this are unknown to 
man and hence the artist leaves the innumeral circles, here represented by six additional bands, blank, | 

Above the Madhya Loka is the Deva Loka, the place for the celestials and perfect souls. It is 
separated from the Madhya Loka by a band of trees and a wall which is decorated with rosettes and 
punctuated with a gate, presumably the entrance for the perfect souls. The lower regions are separated 
into sixteen sections which are paired and stacked on top of each other to form eight levels. The two 
lowest regions are the Saudharma and Aishana, Above these are the Sanatkumar and Mahendra. These four 
have been encased in a black crescent moon which indicates their shape. The following twelve regions 
ate clearly labelled as Brahma, Lantaka, Shukra, Sahatrara, Anata, Pranata, Arana and Achuta Deva Lokas. 
Above these are nine thin, stepped layers which are called the Graiveyakas. They are followed by the 
Anuttaras and finally the golden crescent crown of the Siddhashila, the highest place. The remaining 
portion of the paia is filled with a number of diagrams and a simple floral border which runs along the 
four sides of the painting. 


i 


BIBLIOGRAPHY: Philip Rawson, Tantra, New York, 1973, Pl. 20. 


105 DIAGRAM OF THE ADAI DVIPAS: cotton, painted. From Gujarat. Dated Samvata 1562 
(1505 A.D.). 


Accession No. 961 PLATE 92 
Length 114cms. Width 105cms. 


Colours and technique: 


Ground: White cloth. Painted with red, yellow, green, blue and black. White is the natural colour of the cloth. 


In Jain philosophy the Madhya Loka or Middle World is described as a infinite series of concentric 
circular bands which represent alternating bodies of land and water. In this pata only the inner two and 
one half islands of land where man is believed to exist have been depicted. It is a popular theme and is 
known as the plan of the Adhai Dvipas (2} island continents) or Manushya Loka (Man’s World). 

In the center is the Jambu Dvipa so named for the jambu or blackberry bush which is the principle 
tree of the continent. At the core of Fambu Dvipa is a representation of Mt. Meru. The four tusk-like 
projections which emanate from the center are mountain ranges known as the Vidutprabha, Gandha- 
mandana, Malyavata and Saumanasa. The area in between these is called the Bhogabhumi, the land where 
the blessed beings live without working. On either side of Mt. Meru are the sixteen provinces known as 
the eastern and western videhas. To the north and south of the sacred mountain are seven kshetras or 
zones marked off by six ranges of mountains, From the top they are: Airavata Kshetra, Shikri Parvata, 
Hiranyavanta Kshetra, Rukmina Parvata, Ramyaka Kshetra, Nila Parvata, Videha Kshetra (containing Mt. 
Meru), Nishadha Parvata, Harivasha Kshetra, Mahahimavanta Parvata, Haimanta Kshetra, Himavana Parvata 
and Bharata Kshetra, Each kshetra contain two rivers which orginate in the intervening mountains and 
flow into the ocean surrounding the Jambu Dvipa. The Ganga and Sindhu Rivers flow through Bharata 
Kshetra (India) which not unlike the other zones is further subdivided. The Jains are supposed to inhabit 
One sixth of the Bharata Kshetra. 

The ocean which encircles the Jambu Dvipa, the smallest of the continents, is the Lavana Samudra 
or Salt Ocean. A number of islands emerge from the sea on which devas are believed to live. 

The next island continent is the Dhatki Khanda Dvipa. It is four times as large as the Fambu and 
contains two Mt. Merus and twice as many divisions. The main mountain range, the Ishvakara runs 
north-south dividing the continent into two equal portions. The remaining rivers and mountains form 
a radial pattern giving the continent the appearance of a spoked wheel. The rivers of the Dhatki Khanda 
Dvipa flow into the Kalodadhi Samudra which surrounds the island. | ae 

_ The third continent is Pushkara Dvipa or Lotus Islands. Man inhabits only half of this region. _ 
His portion is bound by the Manusottara mountain range which is here depicted by a scalloped outs Li 
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edge. The artist has included many animals, trees and human figures in this area. 
The inscription in the bottom left corner reads— 


“Sam. (Samvata) 1562 Varshe Jyeshtha Vadi Baras Guro Adyeh Ghogha Velakule Sri Mula- 
sanghe Sri Chandraprabha Chaityalaye Sarasvati Gachhe Balatkar Gane Sri Kundakunda- 
charyanavaye Bhattarak Sri Padma Devah Tatpatte Bh. (Bhattarak) Sri Devendra Kirtidevah 
Tatpatte Bh. Bhat Sri Vidyanandi Devah Tatpatte Bh. (Bhattarak) Sri Mallibhushana Devah 
Tatpattalankar Gachhanayak Bhattarak Sri Lakshmichandropadeshata Sri Hubaragyatiya 
Gandhi Bhimasi Karm Kshaya Nimittam Adhai Dvipasya Patta Likhapima Shubham Bhavatu.” 


BIBLIOGRAPHY: Taitivartha Sutra of Vacaka Umasvati—commentary by Pt. Sukhlalji, Ahmed- 
abad, 1974, PP- 140-147. 


1066 DIAGRAM OF THE ADHAI DVIPAS: cotton, painted. From Gujarat. Mid. 17th century. 
_ Accession No. 1174 PLATE 93 
Length 52cms. § Width 50cms. 
Colours and technique: 
Ground: White cotton. Painted with flesh, red, yellow ochre, grey, two shades of blue, black and traces of gold. 


This Adhai Dvipa pata is similar to the previously described work. It represents the JFambu, 
Dhatki Khanda and the inner half of the Pushkara Dvipas surrounded by the Lavana and Kalodadhi oceans. 
In the Jain texts the divisions of the various dvipas have been given exact measurements and these are 
carefully noted on the pata. 

The Dhatki Khanda and Pushkara Dvipas are filled with tirthankara figures, monks, humans and 
animal headed humans (demigods). Note the twin Mt. Merus in each dvipa. 

At the northeast, southeast, southwest and northwest corners are depictions of four kalpatitas 
with pairs of attendants. These deities are autonomous gods who live beyond the heaven far from the 
Adhai Dvipas of man. They are Sarvata, Vahni, Gardatoya and Avyabadha. 





Philip Rawson, Tantra, New York, 1973, Pl. 60. 


107 DIAGRAM OF THE ADHAI DVIPAS: cotton, painted. From Gujarat. Late 17th century. 
Accession No. 1463 PLATE 94 

Length 73cms. | Width 73cms. | 

Colours and technique: 


Ground: White cloth. Painted with yellow, olive green, blue, red, grey and black. White is the natural colour 
of the cloth. 

In this representation of the Adhkai Dvipas the various divisions are very clearly identified. In 
accordance with the texts there are five Mt. Merus, two oceans, thirty five mountain ranges and one 
hundred and sixty provinces. In the Lavana ocean surrounding the Jambu Dovipa are the islands of the 
gods.and four flying vessels which control the tides. The kalodadhi ocean is filled with fish, a symbol of its 
mortal connection. The Pushkara Dvipa is encircled with a sawtooth mountain range which clearly marks 
it as the outer bounds for man. Temples to the Kalpatita gods are drawn in the four corners of the pata. 


108 DIAGRAM OF THE ADHAI DVIPAS: cotton, painted. From Gujarat. Early 18th century. — 
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Accession No. 3057 PLATE 96 
Length 75cms. Width 74cms. 
Colours and technique: 

Ground: White cloth. Painted with yellow, green, blue, red and black. White is the natural oes Stithe doth. 


The depiction of the Adhai Dvipas in this pata differs slightly from the previously described dia- 
grams. According to an inscription on the hanging it was painted in accordance with Shri Mandar 
Swami’s accounts which might account for its individualism. 

The central jambu Dvipa is essentially the same with its thirty two videhas and seven kshetras. 
Aquatic creatures have been introduced into the Lavana ocean which also contains the standard flying 
vessels and islands. The Kalodadhi Samudra is similar in content. In contrast to the other diagrams a 
third fish-filled ocean appears on the edge of the Puskkara Dvipa and is encircled by a very stylized moun- 
tain range which resembles the crenellated parapet of a fortification wall. In both the Dhatki Khand, 
and Pushkara Dvipas tirthankara images appear on the northern and southern axis. 

As was seen in other examples the four enshrined kalpatita images occupy the four corners of 
the pata. The inscriptions above their heads describe the size of the various rivers and mountains. 


109 HRINKARA YANTRA: cotton, painted. From Bikaner. Late rgth century. 
Accession No. 1250 PLATE 96 
Length 50cms. Width 41cms. 

Colours and technique: 


Ground: White cloth. Painted with two shades of red, blue, green, black and gold. White is the natural colour 
of the cloth. 


This is a diagram of the Hrinkara manira for Parshvanath. The dark skinned twenty third tirthankara 
appears in the center attended by the yaksha Dharanendra and his elephant vehicle and the yakshini 
Padmavati and her vehicle the cock. Two other smaller figures bearing fly wisks stand near the throne. 
Within the encircling stylized Hrin are images of all the twenty four firthankaras seated in yogic postures. 
The mantra is wreathed with lotus petals which bear additional mystic syllables. Beyond these are a 

series of spiraling circles which originate from the two syllables Hrin (top) and Krona (bottom). 

At the top a pair of eyes and the figures of Brahma and a graha appear on either side of the 
Hrin. The remaining portion is divided into twenty sections which contain images of nakshatras, deities, 
a snake and a pair of footprints. 

. The inscription at the top reads, “Bikaner, No. 15, Jai La Mo.” 


110 HRINKARA YANTRA: cotton, painted. From Kashmir or Kangra. Late 19th century. 


Accession No. 1249 PLATE 97A 
Length 88cms. Width 88cms. 
Colours and technique: . 
oes White cloth. Painted with white, flesh, two shades of pink, red, blue, blue-black, dark green, yellow 
i go 


___ The Hrin syllable in the center contains the images of the twenty four tirthankaras. Three bands 
of plain circles ring the mantra. At the four corners of the inner square are depictions of three multiarmed 
deities, Shanta (top left), Padmavati (top right) and Vairoti (bottom right). The monk is Gautam 


Swami the first disciple of Mahavir. The remaining portions of the pata which are badly stained are. 25 
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marked off in blank squares. A border with a delicate floral pattern edges the yantra. 


111 HRINKARA YANTRA: cotton, painted. From Gujarat. 19th century. 

Accession No. 963 | PLATE 973 
Length 75cms. § Width 72cms. 

| Colours and technique: - 


Ground: Unbleached cotton. Painted with white, two shades of yellow, two shades of green, two shades of 
blue, grey, orange, red, silver and gold. Backed with plain coloured cloth. 


This paia is very similar to No. 110. The central Hrin contains the twenty four images of the 
tirthankaras and is encircled by a series of spiraling bands. Three devis and a monk mark the four corners 
of the inner square. In the checkerboard squares around the mantra are written a series of mystic syllables. 
A flower and vine pattern fills the outer border. | 


BIBLIOGRAPHY: Philip Rawson, Tantra, New York, 1973, Pl. 6. 

112 SAMAVASARANA PATA: cotton, painted. From Gujarat. ca. 1500 

Accession No. 1402 Ss 7 PLATE 98 
Length 36cms. § Width 37cms. 

Colours and technique: 


Ground: Unbleached cotton. Painted with two shades of red, blue, light green, and black. White is the natural 
colour of the cloth. ; 


The samavasarana is a walled enclosure prepared by Indra or minor divinities for the delivery 
of a religious discourse by a jina when he becomes a kevalina. In the center atop a three tiered lotus pedestal 
sits a golden jina in dhyana mudra. He is placed at the heart of a Hrin syllable which is encircled by a six 
pointed star. The central pedestal is surrounded by three rectangular ramparts. The inner most contains 
four devis. The two successive ones are decorated only by geometric designs. The outer most band 
contains pairs of animals which are in nature arch enemies. Some of the more easily recognizable ones 
are the mongoose and the snake, the dog and the hare, the deer and the cheetah. The four cardinal 
directions are marked by four gateways. Each is decorated with a pataka and the pair of all pervasive 
eyes which commonly appear in tantric representations. | 

Although the theme of the pata has no apparent connection with Parshvanath the name of the 
twenty third tirthankara clearly appears in the lower right corner of the painting in devanagari script. The 
discrepancy is baffling. | | 


BIBLIOGRAPHY: Moti Chandra, Jain Miniature Paintings from Western India, Ahmedabad, 1949, 
pp. 51-52, Figure 187. | 
113 SIDDHACHAKRA PATA: cotton, painted. From Gujarat. 18th century. 
Accession No. 1503 Sam : PLATE 99 
Length 66cms. § Width 58cms. | 
Colours and technique: 
Ground: White cloth. Painted with white, grey, yellow, green, blue, brown, pink, two gadis of red and black | 
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In the center 1s the stddhachakra, the saint’s wheel, which contains the essence of Jain philosophy. 
The five figures are known as the pancha parameshthinas (five supremes). They are the arhata (white), 
siddha (red), acharya (yellow), upadhyaya (blue) and sadhu (black). The arhata and siddka are in dhyana 
mudra. The others hold a mukha patit (mask) over their faces. The four remaining inscribed petals stand for 
samyaka darshana (right faith), samyaka jnana (right knowledge), samyaka charita (right conduct) and tapa 
(austeritics). The nine of these together constitute the nine padas or dignities of Jainism. Surrounding the 
siddhachakra are four concentric circles filled with mantras. The sacred symbols are in turn ringed by four 
plain bands emanating from the Hrin at top. The outer border which is encircled by a decorative band 
also contains a number of maniras. The entire sacred wheel rests on a base composed of the nine grahas. 

At the top dominating the composition and elaborately ensconced in a floral design are the 
powerful omnipresent eyes of tantric representations. On either side are abstract depictions of nine 
female deities. Each possesses a similar pair of piercing, seemingly omniscient eyes. 


114 CHAUSATHA YOGINI STOTRA PATA: cotton, painted. From Rajasthan. Mid 18th 
century. 

Accession No. 1645 PLATE 100A 
Length 91cms. | Width 67cms. 


Colours and technique: 


Ground: White cloth. Painted with white, pink, flesh, brown, red, light purple, blue, olive green, yellow, grey 
black and gold. : 


Within a simple border composed of two plain narrow bands is a twenty armed Durga standing 
upon her vehicle the tiger. Seventeen of her hands hold the astra-shastra (weapons), one grasps a skull 
and the remaining two are-in abhaya mudra. She wears a jewelled crown wreathed by a halo. Drawn on 
her skirt is a_yantra containing the names of the sixty four _yoginis and various mantras. Durga is attended 
by Kala Bhairav on her right and Gora Bhairav on her left. Kala Bhairav carries a knife and drum 
in two hands and plays a turahi with his remaining pair of hands. Gora Bhairav holds a drum, pasha, 
ankusha and standard in his four hands. Each is accompanied by a dog of a contrasting colour. In the top 
left corner are written the good results of worshipping the pate. 


The names of yoginis written in the yantra are : 


Divya Yogi, Maha Yogi, Siddhayogi, Ganeshvari, Pretashi, Dakini, Kali, Kaliratri, Nishachari, 
Hunkari, Siddhavaitali, Hrinkari, Bhutadamri, Urdhavakoshi, Virupakshi, Shuklangi, Nara- 
bhojini, Shatakari, Virbhadra, Dhumarakshi, Kalahapriya, Rakshasi, Ghorara Ktakshi, 
Vishvarupa, Bhayankari, Vairi, Kumarika, Chandi, Varahi, Mundadharini, Bhakari, Rashtra- 
tankari, Bhishani, Tripurantka, Rauravi, Dhvansani, Krodha, Durmukhi, Pretavahini, 
Khatvangi, Dirghalamboshthi, Malini, Mantrayogini, Kalini, Trahini, Chakri, Kankali, 
Bhuyaneshvari, Kati, Nikati, Maya, Vamadeva Kapardini, Keshamardi, Rakta, Ramajangha, 
Mahirshani, Vishali, Karamuki, Lola Kakadrishtighoramukhi, Madoyadharini, Vyaghri, 
Bhutadipretanashini, Bhairavi, Mahamaya Kapalini and Vrithangini. 


115 SCROLL: cotton, painted. From Gujarat, mid 17th century. 
Accession No. 982 PLATE 100B 
Length 284cms. | Width 26cms. 
Colours and technique: 
Ground: White cloth. Painted with flesh red, yellow, green, black. White is the natural colour of the cloth. 
This is a bimba pravesha or pratishtha vidhi scroll which contains detailed instructions on how to 
properly install a Jain image. The devanagari inscription is bordered by a band of floral motifs and oc. 
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cupies the main part of the scroll. It is introduced by an illustration of the twenty third arthankara, 
Parshvanath. The blue jina with his crown of seven snake hoods sits in a pillared hall beneath an ornate 
canopy. He is attended on his right by a four armed yaksha, presumably Dharanendra, with his elephant 
vehicle and on his left by the yakshini Padmayati who appears with her cock vehicle. 


116 GYANA BAJl: cotton, painted. From Gujarat. Dated Samvata 1890 (1833 A.D.) 
Accession No. 984 PLATE 101 
Length 63ems. Width 63cms. | 
Colours and technique: 

Ground: White cloth. Painted with red, orange, pink, brown, yellow, dark and light green, blue and black. 


This pata was used for Gyana Baji a forerunner of the modern day game of snakes and ladders. 
Gyana Baji was very popular among Jains and is still played today, particularly during the fasting period 
of Paryushana which lasts for eight days from Sharvana Vadi 12 to Bhadon Sudi 4. Its purpose is to ac- 
quaint the player with the Jain philosophy of good and evil. 

The Loka Purusha or personification of the universe, in the center of the paéa is the playing board. 
The body is divided into eighty-four squares which have descriptions of different good and evil works. 
The object is to pass through the various lokas and kshetras and land in the mouth of the Loka Purusha 
which is the Pancha Anuttara Vimana Kshetra, the highest heaven. The players begin in the bottom left 
corner and move their gotis (marbles) according to the number which appears on the cast pasa (die). 
They move upward in a horizontal zig-zag pattern. The sticks expiate the progress of a player whereas 
the snakes are representations of evil and when a goti lands in a square with the mouth of a snake it 
slides backward. 

The Loka Purusha is drawn against a grassy field with trees and peacocks. The border contains 
large rosettes against a red background. 

The inscription on either side of the head reads: | 

“Lokakar Sukshetra Tihan Chaurasi Lakh Joni SukaramaDukarmaBheda JivaTihana Atmanaya 

Agama Maraga Manhi Mal Pasa Nikshepa Bhavantare Vinay Vah Jao Mugati Chati Iti Sri 

Gyanabaji Krira Samvata 1890 Na Varshe Faguna Sudi 13 Dine (Likhatam) Pan. (Pandit) Te] 

Vijeya Ganimidam.” 


117 GYANA BAJI: cotton, painted. From Cniarai, 19th century. 
Accession No. 962 PLATE 102 


Length gg9cms. §_ Width gi1cms. 
Colours and technique: 


Ground: White cloth. Painted with pink, flesh, orange, red, plum, green, blue and black. White is the natural 
colour of the cloth. Patched in the lower right corner. 


____ In this version of Gyana Baji an architectural structure serves as the playing board. There are 
eighty six numbered chambers which the player must cross before entering the highest heaven. A number 
of ropes and elongated finned fish are stratigically placed about the board to facilitate or hinder a player’s 
progress. 

Around the sides of the board are scenes taken from the diagram of the universe (compare with 
No. 104), further reminders of what awaits the good and evil doers. At left is a drawing of the seven 
levels of hell with very graphic descriptions of what the inhabitants must suffer. The corresponding 
section on the right side is missing. Above the hell scene, on both sides, is a depiction of the Madhya Loka 
and at the top, in the saucer crescent, is the highest heaven of the Deva Loka, Siddhashila. » aes 7 
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mm. PHADAS 
AND PANCHANGAS OF 
WESTERN INDIA 


1. Phadas 


Rajasthan has a rich tradition of folk painting. Part of this heritage is the phada, a 
large painting on cloth which commemorates the deeds of a hero from Rajasthan’s 
colourful past. The smaller version of this type 1s known as a phadakye. These hangings 
are used by story tellers to illustrate their tales about a famous personnage. The phada 
is suspended between two bamboo poles, and, as legends about the hero are sung in 
khyal style, the appropriate section of the hanging is illuminated. 

In earlier times the life events of Goga Chauhan, Prithaviraj Chauhan, Amar 
Singh Rathor, Tejaji and many others were popular subjects for phadas but now the 
hangings, such as the examples in the Calico Museum, primarily record tales about 
Pabuji and Narayandevji. Common themes for the phadakyes are the stories of Ram- 
Krishnadala, Bhainsasura and Ramdev. In each instance the hero has attained divine 
status and is given the same respect and honour due a divinity. 

The stories of the phadas or phadakye are chanted by the members of the bhopa 
caste who specialize in singing different tales. The legend of Narayandevji is sung 
mainly by the bhopas of the Gujar, Rajput, Gadri and Balai tribes whereas the 
Pabuji tale is chanted by the singers of the Nayak tribe. Usually these are performed 
at night, often by a group of two or three bhopas. They sing and dance to the accom- 
paniment of the jantara, majira, chinfra or ravan hattha as one illuminates the related 
section of the hanging. There are exceptional cases in which the phada is chanted 
without an instrument and in some instances the phada becomes an object of worship, 
much like the mata ni pachhedis of Gujarat, and there is no singing. The Bhainsasura 
phada which is one of these, is popular among the lower castes, such as professional 
thieves, who pray to them for success before undertaking a project. 

The bhopas may never recite the tales of the phadas and phadakyes in the month 
of Phalguna nor may they leave the stories incomplete once the singing has started. 
Because these recitations are considered to be very auspicious, it is believed that one can 
avoid disease and misfortune by listening to the bhopa’s tale. 

Phadas are painted by members of the chhipa caste called Joshis. Because of the 
good fortune associated with these hangings, work on a piece commences only after 
certain ceremonies are performed to insure a propitious beginning for the painting. 
Interestingly, phadas may not be produced during the monsoon season when, it is 
believed, the folk hero deities are asleep. 

The first step in preparing the coarse white cloth which is used for phadas 
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‘s to stiffen it with rice starch. This works like the safeda astar method used by the 
Mughal artist and prevents the colours from bleeding through the fabric. The surface 
of the material is then smoothed with a wooden burnisher. The initial sketching, called 
chakna dena (to give form) by the chhipas, is done in a non permanent yellow pigment. 
This is followed by the colouring of the faces and bodies with a saffron paint. Among 
the chhipas the technical term for this is munda banana. ‘Then the other colours are applied 
in the following sequence—green, brown, vermilion, sky blue and in the end black 
which is used mostly for the outlining of the figures. The artist does not paint in the 
eyes of the main character until he hands the work over to the bhopa. At this time he 
will also add the date and the bhopa’s name. Traditionally the chhipas used mineral 
and vegetable colours but now they have turned to the modern synthetic pigments 
because they are cheaper and more easily available. The chhipas prepare their brushes 
(kalapa) from the hairs of squirrel tail or goat. 

The antiquity of the phada tradition is not clear. Because it is customary to 
destroy old phadas by casting them into the river at Pushkar, the existing examples 
do not predate the very late rgth or early 20th century. Also there are no literary 
references to these hangings, probably, because of their folk nature and close connection 
with the oral tradition. However, the practice of using painted hangings to illustrate 
a story has a long history in India. In the Cochin State Library there is a 12th century 
manuscript of a Trivikram drama in which the sutradhara (director) relates the entire 
story by referring to a painted hanging on the stage as he converses with a nati (acrobatic 
dancer).! This is close in concept to the presentation of the phada and there is little 
doubt that phadas have been part of the folk culture for hundreds of years, much 
longer than the surviving examples would suggest. 


To the untrained eye the composition of a phada appears confused almost — 


chaotic. Tales about the gods are interwoven with legends of the hero so that the > 
stories flow into each other and sometimes overlap. Basically the central portion: of the 
hanging is reserved for the main story. Other epic or puranic tales occupy the border 
areas. Also the major incidents in the hero’s life are drawn on a larger scale than the 
subordinate stories. It should be remembered too that the viewer is not expected to take 
in the whole story at once but only the portion which is highlighted during the course 
of the singing. - 

In recent years phadas have begun to appear on the commercial market and have 
become popular with collectors. For despite their intricate formats, these brightly 
coloured hangings remain extremely appealing, capturing the vibrant spirit associated 
with the historical figures of the desert state. 


118 NARAYANDEVJI PHADA: cotton, painted. From Rajasthan (Marwar). Early 2oth century. — 
Accession No. 1231 PLATE 103 
Length 1o64cms. $$ Width 148cms. 

Colours and technique: 


Ground: Coarse white cotton cloth, starched. On a light blue background pai wi igh d. 
si ; : painted with red, light and dark =. 
orange, brown, pink, green, light and dark yellow and blue. — i 
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Narayandevji phadas are presented during the periods of Shukla Paksha. They are the longest and 
most complex hangings. 

In the center, within the audience hall of the palace, sits the hero Narayandevji on a serpent 
throne. He wears a jama and jewelled crown and carries a sword in his right hand. Above him are a sun, 
moon and two peacocks indicating his royal status. Deviji, as he is also often called, appears to be address- 
ing his four generals, Mangaji (blue dress), Khoja (yellow dress), Bhoja (pink dress) and Sanvala 
(green dress) who sit opposite him in the hall. A faint inscription can be seen to the left of Narayandevji 
which is now illegible but which probably contained the name of the bhopa and the date the work was 
completed. 

Below this central scene Narayandevji confides in his sister-in-law that he wishes to marry Hira : 
Gujari. The sister-in-law, however, tries to trick him into marrying one of her two sisters. For this reason 
she is often depicted with a lion’s head indicative of her fierce nature. To the left of the place a woman 
greets Narayandevji’s faithful horse which although killed in battle, refused to die and returned to his 
master. 

In the left section of the hanging Khoja and Bhoja visit with Hira Gujari’s father to arrange the 
marriage between his daughter and their leader. Hira Gujari is upstairs in the palace with her hand 
maidens. To the left, directly above the scene in which Khoja slays a tiger the wedding takes place. 
The other major incident in this portion of the hanging is Narayandevji’s battle with the Bagaravatas. 
The two groups face each other across a winding river. Arrows and spears fly through the air in this 
fierce struggle. Note the inclusion of two canons in the fight. 

The right half of the hanging is mostly concerned with battles. Narayandevji again engages the 
Bagaravatas, this time in the middle of the river, after he forbid them to hunt boars in the area. On the 
right edge of the hanging is Hira Gujari’s palace. The untimely death of Narayandevji is symbolically 
represented by showing the hero seated upon his loyal horse accompanied by two winged figures. 

The peripheral or unrelated incidents edge the central story. In the upper left section there are 
illustrations of Ganesh, the churning of the ocean, Narasimha and many other familiar tales. The palace 
at the far left contains Arjun (shooting arrow), the Pandavs and Kaurav. In the center below the palace 
of Narayandeyji, Krishna steals the butter from Yashoda as she is churning, and, later carrying the flute, 
he meets in the forest with Radha. These are only a fraction of the fascinating tales which are related 
on the hanging. 


119 NARAYANDEVJI PHADA: cotton, painted. From Rajasthan (Marwar). Early 2oth century. 
Accession No. 738 PLATE 104 
Length 619cms. Width 137cms. 


Colours and technique: 


Ground: Coarse white cotton cloth, starched. Painted with blue, green, two shades of yellow, light and dark 
brown, two shades of red and black. White is the colour of the cloth. 


Aside from the style and colouring this work is essentially the same as the previously discussed 
piece. The stock scenes of Narayandevji’s battle with the Bagaravatas, his marriage to Hira Gujari and 
his death symbolized by his appearance between two winged figures are repeated here. Occasionally 
there are some changes in the border stories such as the addition of Ram slaying the ten headed Ravan 
or Krishna killing Kansa (upper left). These are drawn from the artist’s large store of conventions and . 
appear over and over again in various phadas. Compare these representations with the avataras illustrated 
in the Pabuji phadas, No. 120. In typical fashion there is a very colourful geometric border which en- 
compasses the composition. In this instance it is a band of darts topped with half moon designs of al- 
ternating colours. 


120 PABUJI PHADA: cotton, painted. From Rajasthan (Marwar). Early 2oth century (bears 
date which is possibly Samvata 1976 (1919 A-D.). 
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Accession No. 750 PLATE 105 


Length 6oocms. Width 134cms. 

Colours and technique: 
Ground: Coarse white cotton, starched, Painted with black, blue, green, yellow, pink, orange, maroon, red 
and grey. 

Pabuji or Lakshmanji, as he is sometimes known, is a historical figure of the fourteenth century 
who is credited with many heroic deeds. In Marwar he is regarded as a divine protector, a guardian 
against plague. He is also the patron deity of the Raika caste (camel keepers) because, it is believed, he 
brought the camel to Rajasthan from Lanka after defeating the wicked rakshasa king Ravan. 

The best known incident in the Pabuji legend and one which is central to the phadas revolves 
around his promise to Charani Deval, an incarnation of the goddess Shakti. According to tradition, 
Charani Deval owned a beautiful black mare which she gave to Pabuji in exchange for his vow to protect 
her and her cattle at any cost. On the day of Pabuji’s marriage to Fulkunwar, the daughter of Kirtimal, 
Jindraj stole Charani Deval’s cattle. Pabuji immediately left to defend Charani Deval and in the ensuing 
battle the young warrior lost his life. 

The events illustrated on the phada are not in chronological sequence and many do not directly 
relate to Pabuji’s life but compare the young leader’s deeds to acts of the various gods. In the center 
Pabuji and his four generals, Chandraji, Salji Solanki, Harmal Raika and Demaji are seated within 
the halls of the palace. Pabuji is finely dressed befitting his royal status. He carries a sword and lotus. 
Just above the flowering lotus is a faded inscription which appears to give the price, name of the artists 
and name of the bhopa but it is not very clear. The famous black mare is housed in a stable directly to the 
right of the palace. Just below the central scene Pabuji is shown pledging his help to Charani Deval 
(appears twice carrying trident) in exchange for the horse. His marriage to Fulkunwar takes place in the 
left half of the hanging. Within the smaller palace Pabuji’s generals meet with Kirtimal to arrange the 
marriage. Fulkunwar is upstairs with her attendants playing with her pet parrot. Outside the palace 
Pabuji, astride his black mare, is welcomed for the wedding. The ceremony takes place just below the 
palace. Later Fulkunwar leaves her father’s house in a canopied cart for her new home. On the way 
Dungaji slays a tiger which threatens to attack the cart. At this point Charani Deval appears to solicit 
Pabuji’s help. Pabuji goes off to recapture her cattle as the cart continues on passing the palace of Pabuji’s 
elder brother, Gogade Chauhan. The right half of the hanging contains battle scenes. Jindraj’s palace 
appears in the upper right corner where Pabuji, within a small pavilion is pictured dying. 

| The other major story of the Pabuji legend depicted on the phada 1s Pabuji’s attack on Lanka 
(far left). The hero on his black horse gallops against Ravan with sword drawn. Ravan’s bear headed 
mother along with S'ta and Hanuman can be seen in the compound. 

The stories flow into each other often overlapping. There are no clear divisions but the illustra- 
tions pertaining to the gods, such as the avataras of Vishnu (top left) tend to be nearer the border edging 
the central story about Pabuji. 


121 PHADAKYE: cotton, painted. From Rajasthan. Early 20th century. 

Accession No. 1401 PLATE 106 
Length 131cms. Width 64cms. 

Colours and techn'que: 


Ground: | Coarse white cotton cloth, starched. Painted with white, pink, flesh, oratigt, maroon, brown, two 
shades of red, purple, blue, three shades of green, yellow, grey and black. 


| Within a simple band of an alternating leaf and flower motif is a large mansion. The artist has 
drawn the structure from a number of perspectives so that all the courtyards and rooms of the multi-__ 
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storied palace are open to view. At the bottom of the hanging is the outside wall of the compound de- 
corated, in the traditional Rajasthan fashion, with paintings of elephant riders and a horseman upon 
their mounts. Over the entrance gate, which is in the center of the outside wall, is the naubata khana 
where five musicians are performing. Two watchmen are stationed in their respective towers on either 
side of the entrance. The scene within the palace is one of great gaiety. In the first courtyard a king 
attended by a servant with a fly wisk watches a dancing couple perform to the music of a pair of ac- 
companying musicians. A similar scene is taking place inside the palace where a four armed figure 
seated on a platform and surrounded by large pillows is being entertained by a group of dancers. Upstairs 
a king and his courtiers enjoy the performance of a third group of dancers. Each of the four remaining 
stories is divided into seven chambers with illustrations of various courtiers. They all wear three pointed 
crowns similar to that of the king. Two of the floors have projecting covered balconies which is a common 
feature in Rajasthani architecture. Twenty-seven shikharas top this impressive structure. Each flies a 
striped flag which waves high amid spiralling clouds. Below, a lush garden surrounds the palace. 


2. Panchangas 


The calendar which is used by Indian astrologers to fix the dates for festivals and 
determine auspicious timings for other events is called a panchanga. Literally translated; 
panchanga means ‘five limbs’ and it refers to the five divisions of time in the luni-solar 
astronomical year commonly observed in India. These ‘limbs’ may be the year, month, 
fortnight, tithi (lunar day) and ghatika (divisions of a lunar day) or titht, vara (solar day), 
nakshatra, yoga and karana. The last three terms are concerned with passages of time 
measured by the movement of the stars. MIR ESAE 

Panchangas take the form of long, narrow, vertical scrolls. They open with a 
prayer (stuti) and the traditional versions have drawings of the avataras of Vishnu, 
zodiac signs and the nine grahas. The main body of the scroll is devoted to a series of 
numerical diagrams and a list of the #this with instructions for each day. Panchangas 
are complicated calendars requiring the services of a professional astrologer for com- 
plete interpretation. 

The Calico examples follow the traditional format. The writing, penned in 
black, is in devanagari script. The border illustrations are freely drawn folk images. 
Since these works are products of the folk tradition there is very little stylistic variation. 


122 PANCHANGA: cotton, painted. From Rajasthan or Gujarat. Samvata 1881 (1824 A.D.). 
Accession No. 1692 
Length 218 cms. Width 28 cms. 


Colours and technique: 


Ground: Coarse white cotton, lightly primed. Painted with blue, green, yellow, red, brown and black. Ground 
cloth used for white. 


In the traditional manner, this panchanga opens with a stuti flanked by two horses with riders. 
The introductory section is heavily illustrated with drawings of the avataras of Vishnu, signs of the zodiac 
and the nine grahas whereas the remaining portion is devoted almost entirely to the numerical diagrams. 
Below the stuti a band of animals including a jackal, lion, serpent, rat, deer and ram form a line 
behind a seated male figure. The first diagram is introduced by Ganesh with a pair of female attendants. 


It is bordered on the left by illustrations of the avataras of Vishnu which from top are, a fish (Matsya), oe 
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turtle (Kachhap), boar (Varah), lion-headed man (Narsimha), four men dressed in jamas, patkas and jewell- 
ed crowns symbolizing Vaman, Parasuram, Ram and Krishna, Buddha and a horse (Kalki). The right 
~hand border is a double one with the inner band containing the signs of the zodiac in individual panels. 

The top figure is the ram (Aries) which governs the first lunar month of the year, Chaitra. It is followed 
by the bull (Taurus), a seated man (Gemini), cock (Cancer), lion (Leo), seated woman (Virgo), scale 
(Libra), scorpion (Scorpio), bow (Sagittarius), Hanuman (Capricorn), water jar (Aquarius) and a 
pair of fish (Pisces). The outer border contains the nine grahas, seven of which control the days of the 
week, Each panel has a single figure dressed in a patka and jama. From top they are Aditya (Sun- 
Sunday), Chandra (Moon-Monday), Mangal (Mars-Tuesday), Budh (Mercury-Wednesday), 
Brihaspati (Jupiter-Thursday), Shukra (Venus-Friday) and Shani (Saturn-Saturday). 

The last two erahas are Rahu and Ketu, here shown by a head without a body and a headless 
body. Rahu is a demon who is said to be responsible for eclipses. According to legend, when the churning 
of the ocean took place Rahu surreptitiously joined the gods’ side and drank of the amrita so that he would 
have eternal life. The Sun and Moon, enraged by this impudent demon, told Vishnu who promptly 
beheaded him. However, because Rahu had gained immortality he continued to live and henceforth 
the two parts became known as Rahu and Ketu. Occasionally Rahu wreaks his vengeance on the tattletale 
Sun and Moon by swallowing them up. 

Below the zodiac signs and grahas, along the left edge, are three more panels. The first contains 
a man carrying a man and woman in a bahangi. This is Shravan Kumar who carried his blind parents 
on a pilgrimage. The second contains a man standing next to a tree and the third shows a man with a 
parrot. 

The diagrams in the beginning section are punctuated in two other places with illustrations. 
The first is Krishna accompanied by two gopis and the second shows a man with a cow. 

The remaining portion of the calendar is a list of tithis with instructions for what is to be done 
on each day. It begins with the month of Chaitra which is commonly regarded as the beginning of the 
year in northern India. 

This example is ripped and badly damaged in sections. 


123 PANCHANGA: cotton, painted. From Rajasthan or Gujarat. Samvata 1909 (1852 A.D.). 
Accession No. 1235 PLATE 107A 
Length 250cms. Width 27.5cms. 
Colours and technique: 

Ground: Coarse white cotton, lightly primed. Painted with red, yellow, blue and black. 


This panchanga follows the standard calendar form. At the top is an enshrined goddess accom- 
panied by Brahma on the left, holding the texts of the Vedas, and an unidentifiable deity on the right. 
She is also flanked by a pair of snakes. This section is badly damaged. 

Below, flanking the opening lines of the text, is a pair of elephants with riders, painted blue 
against a red background. Two illustrated bands follow the opening lines. The first contains the customary 
parade of animals. In the second one is Durga riding on her tiger accompanied by the Bhairavas and their 
companion dogs. Below these is a band of lotus flowers set in individual niches. 

Along the left edge are the ten avataras of Vishnu. Directly opposite these are the signs of the 
zodiac and the nine grahas along with three additional scenes described in the previous piece. Although 
ee are twenty five years between this work and No. 122 there is essentially little change in format or 
style. 


124 PANCHANGA: cotton, painted. From Rajasthan or Gujarat. Samvata 1919 (1862 A.D.). | 
Accession No. 1691 | s 
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Length 166cms. Width 22cms. 
Colours and technique: 
Ground: Coarse white cotton, lightly primed. Painted with red, orange, brown, yellow, green, black and blue. 


The opening section of this panchanga is missing. The calendar begins with the last diagram 
before the listing of the dithis. At the top, below the letters which are the initial syllables for the zodiac 
signs, is the illustration of a man and cow. Six of the avataras of Vishnu appear at right. Six of the zodiac 
signs and the last four of the grahas border the left edge. As in the previously discussed pieces Shravan 
Kumar appears carrying his blind parents and is followed by the two panels, one with a man and a. 
tree and the other smaller one with a man and bird. 


125 PANCHANGA: cotton, painted. From Rajasthan or Gujarat. Samvata 1916 (1859 A.D.). 
Accession No. 1127 PLATE 107B 
Length 185cms. Width 2ocms. 

Colours and technique: 


Ground: Coarse white cotton, lightly primed. Painted with white, red, yellowish orange, yellow, green, blue 
and black. - 


This example is in a completely different style from the preceding works but has basically the 
same format. A goddess flanked by two very stylized serpents and a pair of peacocks presides over the 
top of the calendar. The background has a very striking egg and eye pattern. A short stuti accompanied 
by the customary horse mounted heralds begins the panchanga. It is followed by a horizontal strip con- 
taining various animals and a broader band with a representation Ganesh enclosed in a patterned 
rectangle and accompanied by two female attendants. The numerical diagrams are separated by three 
drawings; a fluting Krishna and two gopis, a cow and cowherd and Buddha and Kalki the two avataras 
of Vishnu which usually appear below the eight other incarnations in the left hand border. On the right 
side, there are no zodiac symbols but only the nine grahas and a tenth panel of a man with a bird. The 
remaining part of the panchanga which constitutes the major portion of the calendar lists the fithis. 


126 PANCHANGA: cotton, painted. From Rajasthan. Late 1gth or early 20th century. 
Accession No. 1044 
Length 137cms. Width 13cms. 
Colours and technique: 
Ground: White cotton; lightly primed. Painted with red, blue, green and gold. 


This example, although still in scroll form, diverges from the traditional format and is closer to 
the modern types currently available in India. It opens in the usual manner with the depiction of a 
deity, now too badly damaged to be identified. The remaining portion is divided into twelve sections, 
one for each month. These are separated by plain coloured bands which are marked with numbers to 
indicate the month. A border with a delicate floral creeper edges two sides of the calendar. 
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1v. ORISSA PATACHITRAS' 


The painting of patachitras (picture cloths) in Orissa is a living art which has its roots 
in ancient times. The brilliantly coloured works produced at Puri as souvenirs for the 
pilgrims of the Jagannath ‘Temple or as substitute icons for the wooden images of 
Jagannath, Subhadra and Balabhadra recall the cloth paintings mentioned in Sanskrit 
and medieval Hindi literature. In the tradition of the trtha patas referred to in the 
Divyavadana (Kaushambi pata) and Skanda Purana (Kashi pata) which depicted the 
sacred places of these pilgrimage sites, the Orissa patachitras illustrate the Jagannath 
Temple of Puri and nearby holy shrines (Pl. 109). Souvenir mementos also may 
represent the uésavas with the images of the central sanctuary (Pl. 108B). In these 
instances, the paintings call to mind the ancient patachitras which were drawn of 
individual deities, e.g. Lakshmi or Yam.’ 

In addition to these ritual types the artists of Puri paint religious and mythologi- 
cal stories to cater to the demands of the devotees. These are generally less hieratic 
in style and may be a later development. Themes for these paintings range from inci- — 
dents in Krishna’s life (No. 131) and the avataras of Vishnu to the epic tales of the 
Ramayana and the Mahabharata. Local legends are also popular subjects, particularly 
the Kanchi avijana (journey) in which Jagannath, a form of Krishna, and his brother, 
Balabhadra, assisted the raja of Puri, who was their devotee, in defeating the king of 
Kanchi. According to the story, the king of Kanchi demeaned the raja of Puri for the 
lowly floor sweeping service (seva) he performed in the Jagannath Temple and hence 
cancelled the wedding which was arranged between the Puri raja and his daughter. 
In anger the raja of Puri marched against the forces of Kanchi but was defeated. In a 
second battle, assisted by the two gods, he overcame the king of Kanchi and returned 
to Puri with the princess as his bride. This story is often represented in paintings by 
showing Balabhadra and Jagannath on horseback meeting Manika, a maiden who gave 
them curd to drink on their journey to Kanchi (Pl. 109). 

It is not known how long the art of painting on cloth has been practised at 
Puri. Most of the existing patachitras, like the Calico examples, are late works. How- 
ever, their primative style and important role in the temple services suggest an early 
date for their origin, one contemporary with the building of the temple (12th century) 
if not the establishment of the cult. 

___ Every year on Jyeshtha Purnima the painted wooden images of Jagannath, 
Balabhadra and their sister Subhadra are ritually cleansed with holy water (Snanayatra). 
This bathing discolours the icons and they are removed from the garbha griha for 
fifteen days so they may be repainted. During this time three patachitras depicting the 
divine trio are substituted for the images. The period is referred to as the anasara, 
meaning “‘time of illness” and hence the cloth paintings which are used on this occasion 
are called anasara pattis. 

The privilege of painting these works is given to only three families designated 
as hakimas. Each is responsible for the patti of one of the three deities. It is an heriditary 
honour which passes from father to son unless there is no male heir or a member of the _ 
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family breaks a temple regulation. Certain rules regarding diet and body cleanliness 
must be strictly observed while painting the pattis. The work is done on a new piece 
of cloth measuring 120 cms. by 90 cms. The artist completes his figure with the exception 
of the eyes which are added by a priest after he performs a ritual which introduces 
life into the painting. This is termed the netrotsava (occasion of awakening). The Jagan- 
nath hakima has the additional privilege of painting the patas displayed in the temple for 
Fanmashtami ( Fanmachakara and Kansaprahari patas) and in the months of Chaitra 
(Kandarpa Avishaka pata) and Pausha ( Pushabhisheka pata). 

There are two groups of artists involved in painting for the temple and pil- 
grimage trade. These are the Dutta Mohapatras and the Chitrakaras. Both groups 
belong to the same caste and are related by marriage. The basic difference between 
them is the service (seva) they perform for the temple. Only the Dutta Mohapatras 
are allowed to repaint the wooden images. 

Originally the only center of patachitra painting was in the district of Puri where 
the artists lived in the villages of Raghurajpur and Dandasahi on opposite banks of the 
Bhargavi river. Later, when Jagannath temples were erected in other provinces some 
of the painters moved to these new centres. At present patachitra artists who now also 
engage in painting toys and playing cards live in the districts of Bolangir, Sambalpur 
and Ganjam as well as Puri. 

The material which is used for a patachitra is a double thickness of coarse white 
cloth pasted together with a glue made from tamarind seeds. The adhesive is formed 
by soaking the tamarind seed powder in water over night and then boiling it for fifteen 
to twenty minutes until it attains a gummy consistency. If the artist desires a stiffer 
canvas he may add rice powder to the tamarind mixture. Next a coat of pure tamarind 
paste is applied to both sides of the cloth and then the canvas is laid face down on the 
ground so that the painting surface will not be affected by the direct rays of the sun. 
When it dries a coat of soap stone powder mixed with tamarind paste is applied to the _ 
front surface. Then the canvas is finally smoothed by rubbing it with coarse grain and 
polished stones. 

Following this initial preparation the artist begins laying out his composition 
by marking off the border area. He holds the brush between his thumb and forefingers 
as he guides his hand around the canvas keeping an equal distance from the sides 
by steadying his other two fingers against the edge of the material. Then he outlines 
the central composition. There is no preliminary sketching. The first drawing is the 
final outline. Following this, the artist paints the background in red, the deep rich 
pigment which is the predominant colour in these works. This step is called pahilt 
ranga bhara (first colouring) by the Orissa artists. In the next stage the artist colours 
the figures and applies the red ornaments (banka and akhiadara) and black details (motakala, 
sarukala). Then he completes the border decorations (hadikama) and adds a few final 
touches including the white dots which fill the background (sankhapata). 

After the painting is finished the artist coats the work with a protective lacquer 
glaze (jausala). In earlier times this was accomplished by sprinkling resin powder over 
the pata and weighing it with a bag of hot sand, but now the artists use a commercial 
varnish, quickly and easily applied with a piece of cloth, which unfortunately, gives a 
brownish tint to the patachitras. = 
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Many types of brushes are used by the painters in their work. ‘The finer ones 
are made from the hairs of a mongoose or rat; the coarser ones, which effectively cover 
large areas, are made from the bristly hairs of a buffalo’s neck. The very fine squirrel 
hair brushes commonly used by Nathadwara and Mughal artists are not among the 
types employed by Orissa painters. Also, traditionally, the stems of fkzya plants 
served as pens. By soaking the stalk in water for a few hours and crushing one end with 
a rock it became a good stylus for drawing thick lines. 

Although, in the last twenty years, the artist have begun to paint with com- 
mercial pigments, the synthetic colours are reserved for the cheaper patachitras. For the 
more expensive works they continue in the ancient tradition, to make their own paints 
from mineral and vegetable sources. They prepare the vermilion red from hingula 
(cinnabar), brick red from geru (red ochre), yellow from hartala (orpiment), white 
from the conch shell and black from lamp black. According to the artists, the popular 
blue (indigo) is a recent addition to their palettes. Traditionally, except for grey no 
other mixed colour was used in patachitras. 

Once the colour is extracted it is then combined with a gum resin (limonia 
acidissima) prepared from the kaintha plant. This step requires a great deal of expertise 
on the part of the artist for a paint with too much gum resin will crack and one with 
too little adhesive will peel and fall away. With the exception of the white pigment the 
rest are stored in a paste form and thinned with water before use. The powdered conch 
shell, however, when mixed with kaintha adhesive becomes hard and must be soaked 
in water for nearly two days before it is thin enough to apply. 

These primary gem-like colours, with a brilliance untempered by shading, and 
the powerful compositions, which are primative in conception, set the Orissa patachitras 
apart from other styles of Indian painting. In the use of colour and the drawing of 
figures they most closely resemble the western Indian paintings of the 15th and 16th 
_ centuries. However, unlike their western counterparts which evolved, giving way to 

new styles, the Orissa patachttras remain unchanged repeating the popular formulas 
which have been used for centuries. 


127 KARAPATIA PATACHITRA: cotton, painted. From Puri. Mid. 2oth century. 
Accession No. 1004 | PLATE 108A 
Length 37 cms. Width 45 cms. 

Colours and technique: 


Ground: Coarse unbleached cotton pasted to a paper backing. Painted with white, red, brown, yellow ochre, 
green, blue and black. Surface is lacquered. Originally, before it was mounted on paper, the back of the cloth 
was painted red and lacquered. 


This pata illustrates the Rathayatra festival. Jagannath, his sister, Subhadra, and his brother, 
Balabhadra, stand on four-whecled carts drawn by rearing steeds. Each horse is controlled by a sarthi 
who is poised on its back. : Each 

Jagannath is black with large round white eyes and is richly adomed with many garlands and 
strands of jewel. His sister is yellow and wears a blue sari with fewer ornaments. Balabhadra , at left, is in 
white with a blue dhoti and is lavishly garlanded. Each deity is flanked by a pair of devotees. 


The rathas are open on the sides and have tall domes like the towers of the Jagannath Temple.~ ~~ 
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Each has a kalasha at the top and is flanked by a pair of birds. The horses which pull the carts are very 
small in comparison to the rathas. The one for Jagannath is white, Subhadra’s is brown and Balabhadra’s 
is blue, White spots dot the background. 

A triple border edges the composition. The inner band is painted earth red with spots of white 
and yellow. The middle one contains scrolls of small leaves against a yellow background accented with 
dots of red. The outside band is a plain red. 


128 KARAPATIA PATACHITRA: cotton, painted. From Puri. Mid. 2oth century. 
Accession No. 1006 

Length 22 cms. Width 26 cms. 

Colours and technique: 


Ground: Unbleached cotton pasted to a paper backing. Painted with white, yellow, green, blue, red and black. 
Surface is lacquered as was the back before mounting. 


Within a small shrine with a low dome stand the images of Jagannath (black), Subhadra (yellow) 
and Balabhadra (white). 

The little elongated figure in the centre is Subhadra, dwarfed by her two brothers. Jagannath 
and Balabhadra are elegantly adorned with numerous garlands and strands of jewellery. An offering has 
been placed before each deity. 

Below, the pair of rearing lions standing back to back represent the Simhdvara or Lion Gate. 
. The roughly drawn image between them isa shrine for Patitapavana. To the left is the temple kitchen and 
to the right the shore of the ocean marked by the blue water and fish. 

The figures to the left of the central sanctuary from top are, five of the avataras of Vishnu, dhana 
khamara and kaka chakra, king of Puri and the Garud pedestal. Those on the right are, the other five incarna- 
tions of Vishnu, shrine to Ganesh and the Rathayatra ceremony. 

There are three borders. The inner one is earth red decorated with dots of white and yellow. 
The second is yellow with a wees line of red drawn through it. In the traditional fashion the outer one 


is a plain red. 


129 THIA BADHIA PATACHITRA: cotton, painted. From Puri. Mid. 2oth century. 
Accession No. 1005 | PLATE 108B 
Length 32 cms. Width 27 cms. 

Colours and technique: 


Ground: Unbleached cotton pasted to a paper backing. Painted with red, yellow ochre, green, blue and black. 
Surface is lacquered as was the back before mounting. 


In the centre, within the garbha grihka of the Jagannath Temple stand Jagannath, Subhadra 
and Balabhadra. Before them are three devotees. Below these are the figures of Shiv, Garud (on pedestal) 
and Brahma flanked by two dvarpalas. Under the central scene in another room of the temple, the images 
of the two brothers and sister are being dressed. In front of this is the Lion Gate or main entrance. 

The other illustrations which fill the compositions are representations of the shrines within the 
compound of the temple. It is common for the images to be reduced to faceless squiggles, done quickly 
with the sweep of the brush. Among the ones shown here are Sheshji Vishnu (upper left), Hanuman 
(lower right) and Lakshman and Ram accompanied by Hanuman’s sena slaying Ravan. Also near the 
shikhara, among the flock of birds which flutters around the tower is a shrine for Ganesh. For a more 
detailed list of these see the description of the following piece. 

The borders are three in number. The inner one is red with spots of white and yellow. The 


second band is yellow with a ripple of red dotted with red spots. The outer one is the standard plain red. ~~» 
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130 SHANKHALAVI PATACHITRA: cotton, painted. From Puri. Mid 2oth century. 


Accession No. 401 PLATE 109 


Length 164cms. Width 226cms. 
Colours and technique: 


Ground: Unbleached cotton. Painted with white, pink, orange, red, yellow, olive green, two shades of blue, 
grey and black. Surface is lacquered. Back of painting is painted with red and lacquered. 


This beautifully illustrated pata depicts the Jagannath temple and other religious sites in Puri. 
Hence it is known locally as a Shankhalavi (sacred places) paia. 

In the centre is the garbha grika of the temple with its tall shikkara towering over the jagmohana, 
bhoga and nata mandapas which are built on a line with the dominating duel. It contains the images of 
Jagannath, Subhadra and Balabhadra. Small standing deities are on either side of Balabhadra; small 
seated goddesses are near the feet of Jagannath. The scene is labelled ratha sinhasana. Below this three 
priests seated among the offerings of /addus perform arti. Under these, three four-armed divinities are 
seated above three empty couches. A water jug and other sacred vessels are near the thrones. Below 
these are a conch and lotuses. Thedivine trio is flanked on the left by Indra and Mahadev with his bull 
(top), Garud (pedestal) and the dvarpala Jai (bottom) and on the right by Brahma with his swan and 
Narad carrying a vina (top), the dvarpala Vijay and the king of Puri (bottom). All are identified by 
inscriptions. 

Below, groups of worshippers mount two staircases to the sanctuary. The ones at left are identified 
as bhoga carriers (bhoga dona). The space in between the steps is divided into two bands. In the upper one 
a dancer performs in the nata mandapa (left) labelled dasinacha and a group of devotees gather in the 
jagmohana (right). In between is a Lion Gate and a shrine to Hanuman. On the lower level Jagannath, 
Subhadra and Balabhadra are being prepared for the Rathayaira. A shrine to Narsimha is in the centre. 
Below these, two guards with rifles stand watch at the Lion Gate. The shrine to Patitapavana is in the 
centre between the lions. 

Within the walls which ring the temple are depicted numerous other shrines and rooms where 
preparations are being made for the ceremonies. Each is carefully sketched and labelled in a corrupt 
devanagari script which is not always clear. In the inner courtyard these are, in a clockwise direction starting 
in the upper right (1) Bedha Kalika temple, (2) Isanyaswara temple, (3) Lakshmi temple, (4) Saraswati 
temple, (5) Shodashi temple, (6) Parasadevata temple, (7) dvarpala, (8-12) Parasadevata, (13) 
Dushshasana(acharacterfrom Mahabharat), (14) Chhinnamasta temple, (15) Lakshmi temple, (16) Sitala 
temple, (17) Kakachakra padmpada (legend) and (18) Jambeswara temple. 

__ The outer enclosure contains—(19) Chaturbhuja Durga temple, two small shrines of Chandi 
and Lingraj are placed before it, (20) Barabhaya Hanuman (Hanuman with followers), (21) Krishnakali 
temple, (22) Sharadabhuja Gauranga temple, (23) pilgrims in the mukti mandapa, (24-25) dvarpala and 
pilgrims at the northern entrance, (26) Shiv temple, (27) Harchandi temple, (28) snanavedi (bathing 
platform), (29) Anandbazara (market for bhoga) and pilgrims eating rice bhoga, (30) Rathayatra utsava, 
(31) Lagulimatha (a monastery), (32) Kashi Vishvanatha temple, (33) Roshashala (kitchen for preparing 
bhoga) , (34) Roshojoganasala (room for preparing bhoga) , (35) Ganesh temple, (36) pilgrims at the southern 
gate, (37) Bhim (a character from Mahabharata), (38) Shyamkali temple, (39) jhulana (swing festival), 
(40) Girigovardhan (Krishna lifting the mountain Govardhan), (41) Anantashayana (Vishnu reclining 
on the coil of the serpent Shesh) and (42) Narsimha temple, dvarpala and Kakachaturbhuja (legend). 

Additional scenes, divided into horizontal registers, border the central composition. On the 
left beginning at the top, these are (43) the moon and Chandra Kali temple, (44) Ashtamalla (eight 
wrestler-attendants, only four are present here, the rest are in 53), (45) Vishnu’s ten incarnations 
(Dashavatara) , (46) coronation of Ram, (47) Dolayatra (a festival), (48) Lokanath’s temple, (49) Mani- 

(50) hart (a legend) and (51) Chakratirtha temple. The right hand panels record— 
(52) Manasi Chandi temple and the path to heaven, (53) Ashtamalla (see also 44), (54) ten incarnations 
of Vishnu (Dashavatara), (55) Rasalilia, (56) Kumar utsava (festival), (57) Lokanath temple, (58) Mar- 
kandeshvara temple and tank, (59) Ghandana yatra (on the third of waxing moon in Vaishakha Madan- _ 
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mohan substitutes for Jagannath and is taken to the Narendra tank)and (60) Dariya Mahavir temple. 
The corner scenes depict—(61) Kanchi avijana, (62) samudra (ocean), (63) Vishnu, as the protec- 
tor-of Gajendra (Garuda Skandha Narayana) and Gajakumbhira and (64) Ravanchhatrabhanga (Ram defeating 
Ravan, a scene from Ramayan). 
There are three borders. The inner one is a narrow band with a bead motif. The second border 
contains a floral creeper and the third which edges only the right and left sides of the painting has a 
tasse] pattern. 


131 CHIRAHARANA LILA PATA: cotton, painted. From Puri. Early 2oth century. 
Accession No. 1332 7 
Length 50cms. Width 39cms. 
Colours and technique: | 
Ground: Coarse white cotton pasted to paper. Painted with white, yellow, green, blue, red and black. Surface 
is lacquered. 

High in a fruiting kadamba tree sits the fluting Krishna dressed in a patka and dhoti and crowned 
with a jewelled tiara. A number of birds have gathered in the tree to listen to the flutist. Hanging from 
the branches are the stolen saris of the bathing gopis. Below, eight maidens wearing only their jewellery, 
stand in the waters of the Yamuna demanding the return of their clothing. One attempts to climb the 
tree to reclaim the saris. The Yamuna is filled with fish and flowers. 

A multicoloured border edges the scene. The broadest band with a diamond pattern is dotted 
at intervals with spots of blue. Narrow lines of green and red encase the band. 
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» CLOTH PAINTINGS OF 
NEPAL 


The cloth paintings of Nepal may be divided into two categories, the religious icons, 
called paubhas in Newari, and the narrative scrolls. Both may be Buddhist or Brahmani- 
cal in theme, with the Buddhist subjects, as in the case of the Calico examples, pre- 
dominating. 

The paubha, known as a thanka in Tibetan and a pata in Sanskrit is an object of 
worship whose central figure is to be revered as a living image. Whether benign or 
wrathful the divinity represented fills the main portion of the hanging; his omnipotence 
expressed in terms of corporal magnitude. In the traditional manner the image is 
portrayed in a frontal pose which demands the attention of the devotee. Other deities, 
drawn in small individual panels, frame the focal figure to form a symmetrical com- 
position. 

In addition to the iconic paintings, the Nepali artist excelled in narrative 
representations. The tales recounted are either mythological or didactic in nature. 
They take the form of long narrow scrolls which commonly have two registers of 
illustrations and textual inscriptions reading from left to right. Each episode is usually 
separated from the following one by some architectural or natural convention which 
gives the scrolls a comic strip appearance. 

As Pratapaditya Pal noted in his recent catalogue on Nepal, the depictions in the 
scrolls tend to be “simple”? and lacking in ‘‘dramatic tension” with no attempt to — 
create the illusion of depth.' Even after the arrival of Rajput influences in the 17th 
century the Nepali artist tends to delight more in forms rather than in the interacting 
of characters and nature.” 

Both of the Calico scrolls belong to the period of Rajput influence. It is readily 
apparent in the dress of the figures. In the best Mughal/Rajput tradition they wear 
the double breasted jamas over tight pyjamas belted with patkas. The earlier red or blue 
monochrome background has been exchanged for a more natural backdrop of gently 
rolling hills topped with jagged snowy peaks. Still the landscape elements appear more 
decorative than natural. 

Aside from these similarities, the Calico examples are markedly different. In 
No. 133 the figures appear expressionless as if only mechanically playing their roles 
(Pls. 110 A and B). The other, which has very obvious connections with Rajput style, 
displays a new understanding and acceptance of spatial relationship in which a feeling 
of drama and action is achieved (Pls. 111 A and B and colour Pl. XI). 


132 SAMBARA PAUBHA: cotton, painted. From Nepal. Late 18th century. 
Accession No. 327 | 


Length 131.5cms. Width ro2cms. 
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Colours and technique: 


Ground: Unbleached cotton primed with white. Painted with blue, blue-black, two crimsons, two greens, 
two yellows, black and white. Border is yellow silk brocaded with silver gilt flat wire. 


In the centre is Sambara, a form of Hevajra, of the family of the Dhyani Buddha Akshobhya, 
He is in the posture of alidha with his shakti Vajravarahi. As prescribed by the Buddhist cannons of 
iconography the twelve armed Sambara has four heads, each of a different colour, facing the four direc- 
tions. With his principal arms he embraces his consort as he holds the vajra and ghanta in his hands. His 
uppermost pair of hands grasps an elephant skin. The remaining eight arms hold the damaru (drum), 
axe, karti (knife), trident, khatwanga (club), skull of blood, noose and the severed head of Brahma. Sambara 
wears a single necklace of skulls. Vajravarahi, also garlanded with a necklace of heads, presses her 
scarlet body against the blue-black image of Sambara. Together the couple trample the demons Bhairay 
and Kalarati beneath their feet. 

They are framed by an arch of entwined serpents. Nine naga like figures are woven into the 
point of the arch. To either side to the peak are pairs of feris floating on clouds. Around the edges are 
small panels containing wrathful Buddhist deities. A very roughly painted border of red and blue flow 
edges the composition. 

The painting has deteriorated greatly, the entire upper half is almost rubbed off. In addition 
to the brocade yellow silk border there is another band of plain yellow silk. The bottom edge which is 
tattered has been repaired with printed cotton. 


133 BUDDHIST SCROLL: cotton, painted. From Nepal. 19th century.? 
Accession No. 627 PLATES 110 A&B 


Length 974.cms. Width 36 cms. 
Colours and technique: 


neg id: White cotton. Painted with red, brown, grey, yellow, white, light and dark flesh tones, black and 
olive green. 


Set against a backdrop of evenly undulating hills topped with jagged peaks and swirling clouds, 
the story unfolds in comic strip fashion with each section framed on either side by a solitary tree growing 
atop a hill. It begins with Ganesh and other deities and saints intently listening to a discourse. The 
depiction is flat with no overlapping of figures or any attempt to create depth. Like the initial scene the 
following episodes lack the dramatic flair which is evident in the later scroll No. 134. Even the hunt 
scene lacks vitality. The Nepali artist has a different goal in mind, obviously delighting in design and 
pattern rather than naturalism. This is particularly evident in the landscaping. Although tufts of grass 
and flowering plants have been added to the grassy hills, they are token gestures to a naturalistic setting. 
The artist really excels in his design of the peaked and cloudy mountains with graceful birds soaring 
diving between the summits. In sharp contrast to the single plane landscape are the detailed three 
dimensional illustrations of buildings. The pavilion which appears to have been a convention adopted 
ae eaters oe is less Raa portrayed. Another Mugha]/Rajput influence seen in the 
croil 1s the dress. Ihe men wear flowing transparent ankle le jamas over tight pyjamas with trailin 
dupattas draped over their shoulders. ee Se Se Se eee 

Note that the didactic tale is related on a single narrow scroll and not broken into the more 
common double register form. Beneath each illustration is the accompanying text. The scroll is now 
edged with plain coloured cotton decorated with a braid border. | 


134 BUDDHIST SCROLL: cotton, painted. From Nepal. Ca. 1800. 
Accession No. 1212 PLATES III A&B AND 
COLOUR PLATE XIU _ 
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XI BUDDHIST SCROLL (detail): cotton, painted. From Nepal, ca. 1800 A.D. 
No. 134 (Acc. No. 1212). Other parts of this scroll are illustrated on Plates 111 A & B. 


Length 531 cms. Width 44 cms. 
Colours and technique: 


Ground: White cotton. Painted with olive green, dark and light flesh tones, white, red, grey, blue and black. 


Against an olive green mountain range the Buddhist tale unfolds in a typical Nepali format 
with two registers of scenes moving from left to right. The scroll begins with an invocation to the Buddha. 
From the episodes depicted it appears that the main character of the story has been requested to perform 
some forbidding task. In one scene he fords a river in which one boat of his party is lost. In another he 
battles with demon figures. Finally he returns home and gives thanks to a Buddhist deity. The inscriptions 
which parallel the illustrations are fragmentary making the complete description of the story difficult. 

In this scroll the full impact of the Mughal/Rajput influences can be seen. The men dress in 
full skirted calve length jamas with tight fitting pyjamas. Each belts his coat with a-colourful patka and 
wears an early period turban. Although the architectural style is typically Nepali the manner of depict- 
ing the cross-section of an oversized room in pavilion fashion filled with only a few large figures is very 
Rajput. One adaptation which turned out to be less than successful was the artist’s understanding of the 
Indian camel. A strange creature at best, the Nepalese camel became a peculiarly elongated figure with 

-aserpentine head and neck. 

Despite the introduction of Mughal]/Rajput elements the depiction is still very much Nepali. 
The entire story is told against a backdrop of monochromed hills created with stylized snow capped 
peaks which is only occasionally relieved by a Rajput tree or bush. There is still very little interest in 
depth although the handling of figures and the juxtaposing of scenes vary greatly from the traditional 
Nepali style. The figures appear to be moving in front of a stationary background just as characters do 
in cartoon movies. 

Unlike the traditional style in which the illustrations commonly lack emotion, the scenes in this 
tale are quite dramatic. From the beginning the eye of the viewer is compelled to move forward. Scenes 
are not compartmentalized but flow into each other. The overall feeling is one of forward motion. ‘The 
action combined with the bold patterning of the clothes lends a freshness to the scroll. | 
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vi. OTHER REGIONAL 
STYLES OF PAINTING ON 
CLOTH 


135 KRISHNA VISHVARUPA PATA: cotton, painted. From Rajasthan (Nathadwara), early 2oth 
century. 
Accession No. 2197 
Length 144 cms. Width 83 cms. 
Colours and technique: 
Ground: White cotton. Painted with white, red, orange, brown, yellow, light and dark green, blue and grey. 


In this pata Krishna is represented in his cosmic form. Within the multicoloured oval bands of 
the cosmic sea stands the all encompassing ten-armed figure of Krishna vishvarupa. He displays seven heads 
crowned by a palace termed the tapa loka or world of meditation. His torso is the embodiment of man’s 
world with an illustration of the Rasa Mandala ringed by the seven seas. A number of villages are depicted 
on his legs. Beneath his feet are the strata of the lower world. Because of the poor condition of the pata 
only a few of the small surrounding scenes can be identified. These are Vishnu reclining on Sheshnag 
directly below Krishna’s right lower hand and Shiv and Parvati on Mt. Kailash near his lower left 
hand. Above the palatial crown are two ovals containing the upper worlds. These are flanked by four 
animal headed figures representing the four vedas. A flowering creeper band borders the composition. 


BIBLIOGRAPHY: Philip Rawson, Tantra, New York, 1973, p. 148. 


136 TEMPLE HANGING: cotton, painted. From Maharashtra. Early 20th century. 
Accession No. 2043 PLATE 112 
Length 243 cms. Width 198 cms. 

Colours and technique: 


SAT Te Coarse white cotton. Painted with white, red, pink, flesh, blue, dark and light green, yellow, grey 
and tlacl 


The central image of the hanging is Shiv who appears in the middle of the composition beneath 
an elaborate canopy. He is flanked by Ganesh and Parvati and served by a pair of female attendants. 
Directly below is a shrine to Gaja-Lakshmi who is being showered with water from the trunks of two 
elephants. To either side of her is a horseman trampling a demon (left) and a Garud attacking a Gaja- 
Simha which holds four elephants in its paws and another wrapped in its tail (right). Above the central 
shrine Ganesh is flanked by four female attendants, the chariot of the sun drawn by a seven-headed 
steed (left) and the chariot of the moon pulled by fleet-footed deer. 

__ The rest of the hanging is divided into five sections by horizontally and vertically running floral 
bands. The top register is devoted to the avataras of Vishnu. From left Vishnu appears as Matsya (fish) 
accompanied by Brahma; Kurma (turtle) in the churning of the ocean scene; Varah (boar); Narsimha, 
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disembowelling the demon Hiranyakashyap; Vaman (dwarf), the dwarf and giant appear before King 
Bali and his queen; Parashuram slaying Sahasrabahu; Ram at his coronation; Krishna fluting and 
Kalki, the white horse. The three stocky figure above are possibly Krishna with Subhadra and 
Balabhadra. 

The rectangle at left contains several stories about Ram. At the top Ram breaks the bow. 
Lakshman stands behind him, Sita followed by Janak and a priest offers Ram a garland.The next sequence 
of events is confused. Ravan appears next to two wrestlers who try to break the bow. Ram and his brothers 
mounted on elephants approach a palace. Three deities mounted on their vehicles play some role in the 
activities. At the bottom in three separate scenes is a figure of a four armed Vishnu attended by two 
priests, Krishna holding up a tasseled Mt. Govardhan and Krishna subduing Kaliya. 

To the right of the central shrine is another rectangle filled with a hodge-podge of stories. At 
the top Arjun spears a fish by looking at its shadow. Ram and Lakshman fight with Ravan. Krishna, 
mounted on horseback battles with a king on his elephant. Three individual scenes at the bottom depict 
Krishna stealing the clothes of the gopis, Vishnu on Sheshnag and Shiv and Parvati seated on Mt. 
Kailash. 

The bottom register is mainly decorative. Flowering plants fill all the individual panels except 
four which contain the usual heralding elephants and attendants. A floral border edges the entire work. 


137 STORY SCENE: cotton, painted. Maratha School. Late 19th century. 
Accession No. 1396 
Length 33 cms. Width 24 cms. 


Colours and technique: 
Ground: Coarse white cotton. Painted with flesh, yellowish brown, red, green, blue and black. White is the 
natural colour of the cloth. 

A bejewelled nayaka mounted on horseback wears a Marathi turban and flowing robes. He 
holds a flower in his right hand and places his left on his waist. Below a nayika by grabbing hold of the 
nayaka’s patka is trying to climb on the horse. She wears a sari draped in Marathi fashion and is heavily 
adorned with jewellery. The horse is also bedecked with rows of bells and a fancy saddle. This is undoub- 
tedly a scene from a longer scroll as the missing left border would indicate. 


138 MARKANDEY PURANA PATA: cotton, painted. From Andhra Pradesh, Varangal area. 
Late 18th century. 

Accession No. 23 PLATES 113 A&B | 

| | dd | AND COLOUR PLATE XII 
Length 985 cms. Width 88 cms. 


Colours and technique: 
Ground: White cotton. Painted with white, two shades of pink, red, purple, blue, green, yellow and black. 


The pata takes the form of a long vertical scroll which is divided into twenty six separate scenes 
by narrow floral bands. 

The first register shows Vishnu, Shiv and Brahma seated with their consorts in a pillared hall. 
Near the throne of each deity is his appropriate vehicle. 

In the second band a large four armed Ganesh seated on a throne dominates the scene. ‘T'wo 
female devotees are in attendance. One is performing arti. At the base of the throne is a very small 
mouse, Ganesh’s vehicle. Above the shrine, bows of lotuses tumble from the mouth of a kirtimukha and 
are attached to other bows stemming from the mouths of two vyala figures. In the upper right corner is a 
Shivlinga with an image of Nandi. = 


11g 


The third band depicts Vishnu reclinging on the leaf of a pipala tree above the scene of the 
samudra manthana. Brahma springs from his naval. Lakshmi and a female fly wisk bearer are in attendance. 
Above is a row of devotees led by Narad and Hayagriv. At the bottom left appears a devout Hanuman. 

Band four shows three kings led by a priest carrying a parasol approaching a platform on 
which Brahma, Vishnu and Shiv are seated. 

In band five the gods of the trinity appear to be in consultation with six petitioners. At right a 
farmer is shown plowing his field. 3 

Band six illustrates five deities led by Indra in discussion with a group of sadhus. 

The seventh register is a repeat of the first. 

In band eight the queen with baby in arms and king talk with a student who is carrying his 
chalk board. Six other students are shown in class with a teacher. At right three boar-headed figures 
with drawn swords approach the scene. 

In the centre of band nine Markandey worships an elaborately enshrined Shivlinga. At left 
Brahma mounted on hansa is greeted by a royal couple. On the right Shiv subdues Yamraj. 

The tenth register depicts a priest and a four-headed figure performing yagya. At the right appear 
in supplication before Vishnu, Shiv and Brahma with their consorts. 

In the eleventh band Vishnu lying on Sheshnag floats on the cosmic sea. Lakshmi and a female 
attendant wait on him. . 

In the twelfth band two princes and a sage appear before Vishnu, Shiv, Brahma and two other 
deities who are standing in the ocean. 

Band thirteen depicts a battle between two warriors and two demons. The fierceness of the 
chariot duel is emphasized by the large number of flying arrows which fill the air. 

) In band fourteen again two princes and a sage this time accompanied by a boy approach the 
platform of the gods. Shiv, Vishnu and Brahma are joined by Bhairav and two other deities. 

Register fifteen is a similar scene with a different cast. A prince, boy and sage appear before the 
- platform of Indra and six other divinities. 

Band sixteen depicts a hunting scene in a forest. The hunters create chaos among the animals as _ 
they seek safety in the tree tops. At right several have been bagged. In the centre is a very ferocious 
representation of a two headed Garud with lions in his talons and serpents coming out of his mouth. 
At left one of the hunters finds a child and then confronts a tall light skinned man. 

In band seventeen at left is the cow Kamadhenu nursing her calf. At right is a procession. 

Band eighteen is a garden scene with the queen being waited upon by three female attendants. 

In the nineteenth register a large crowned figure mounted on a blood thirsty tiger bears down 
on a demon. The battlefield is strewn with casualties and spent weapons. 

In band twenty, two demon kings and their wives are being entertained by musicians. The one 
beats on a nagara while the other one plays a bigula. 

Band twenty-one illustrates a crowned warrior accompanied by his tiger mount and band of three 
tigers presenting a tiger cub to the holy trinity. 

The twenty-second band depicts a marriage scene. Beneath a two tiered canopy a king offers 
a garland to his bride. The gods and goddesses are in attendance. _ 

In band twenty-three the married couple borne in a palanquin and accompanied with musicians 
go off to the groom’s home. 

At the left of band twenty-four the king is approached by three men and a woman, one bends to 
touch his feet. At right is the shrine of a goddess with a river flowing from it. Also a woman rests on an 
elevated platform which appears to be on fire. 7 

In band twenty-five a crowned figure and his wife present their son to six turbaned men who sit 
on a platform. | 

_ The concluding band shows a royal figure watching two men remove something hot from a 
fire with a pair of forceps. At right his wife rests in a shaded pavilion. 

The authors would like to thank Jagdish Mittal for his recognition of this work as a local version 
of the Markandey Purana. Scrolls such as this one were used in much the manner as Rajasthani phadas., | nfo 
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XII PATACHITRA (detail): cotton, painted. From Andhra Pradesh, late 18th century. 
Markandey Purana. No. 138 (Acc. No. 2397). Other parts of this patachiira are illustrated on 
Plates 113 A & B. 


139 ALBUM LEAF: cotton, painted. Indo-Persian style. 18th century. 

Accession No. 2570 PLATE 114A 
Length 34 cms. Width 20 cms. 

Colours and technique: 


Ground: White cotton pasted to a paper backing. Painted with olive green, yellow, orange, flesh, pink and 
light blue. 


According to the Koran, Abraham was condemned to be burned alive when he spoke out against 
idoltry and smashed his father’s icons (Chapter X XI). A huge fire was built and Abraham was catapulted 
‘nto the midst of it but the fire failed to consume him. Instead flowers began to bloom and streams 
sprung up in the raging flames. The poet’s couplets written in the bands above and below the scene 
recall the incident. 

In this illustration Abraham is quite clearly safe, separated from the licking flames by a field 
. of blossoming flowers. A fiery halo denotes his importance. At the left stands a man who looks on the 
scene with disbelief as he grasps the large spoon-like lever of the catapult. In typical Persian style, two 
observers peek over the crest of the hill in the background. 

The term Indo-Persian has been used to denote a group of paintings which are Persian inspired 
but peculiarly Indian in execution. These two album leaves (Nos. 139 and 140), which probably come 
from a set of illustrations for the Stories of the Prophets, fall into this category. In typical Persian manner 
there is a high horizon and the landscape is filled with tufts of flowering plants in a Shiraz fashion. Yet 
the colouring and large crudely drawn figures suggest not only an Indian origin but a provincial one 
as well. ; 


140 ALBUM LEAF: cotton, painted. Indo-Persian style, 18th century. 

Accession No. 2569 | | - PLATE 1148 
Length 2gcms. Width 22 cms. 

Colours and technique: 


Ground: White cotton pasted to a paper backing. Painted with yellow, green, red, orange, flesh, brown and 
white. Background predominately pink. 


The scene shows Job (Ayub) seated with his devoted wife in a forest setting. In the verses above 
and below the illustration the poets extols the virtues of Job and promises the listener that he will be 
rewarded for his trials in the same manner as was the patient Job. A portion of the upper couplet has 
been restored and the bottom verses have been totally reconstructed. 

The idea for the scene probably comes from the Koranic story in which Job calls upon the 
Lord to spare him from further affections of the devil. God replies, “Stamp your feet against the earth 
- and a spring will gush forth. Wash and refresh yourself” (N. J. Dawood, transl., The Koran, Baltimore, 
1968, p. 281, Chapter XX XVIII). Job has rolled up his pants leg and his wife appears to be washing 
his right foot. 

Note Job’s four toed left foot which appears to be a later addition and the half finished facial 
features which could also be the product of a retouching. : 
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Notes to the Text 


1. Temple Hangings of the 
Vallabhacharya Sampradaya 
1 The Founders of the Sect 


a dispute has arisen among the descendents 
of Yadunath. As a result, Shri Balkrishnaji 
has been replaced by Shri Mukundraiji 
among the sata swarupa. See Appendix I for 
details. 


Richard Barz, Early Developments within the 9- Franklin Edgerton (transl.), The Bhagavad 


Bhakti Sect of Vallabhacharya According to 
Sectarian Traditions, Unpublished doctoral 
dissertation, University of Chicago, p. 32. 


Jethalal G. Shah, Shri Vallabhacharya: Hits 
Philosophy and Religion, Nadiad, 1969, p. 4. 


The date of the kanakabhisheka or presentation 
of the acharya title is uncertain. If Krishna- 
devaraya was the king at that time, it could 
not have occurred until Samvata 1565 
(1508 A.D.) when he began to rule. Other 
scholars place it earlier; before the discovery 
of the Shri Nathji image in Samvata 1549 
(1492 A.D.). Shah (Jbid., p. 5) suggests that 
Krishnadevaraya, acting on behalf of his 
predecessor Narasimha bestowed the title on 
Vallabh sometime prior to Samvata 1549 
(1492 A.D.). 


Barz, Op. Cit., p. 41. 


G. H. Bhatt, ‘““The last Message of Vallabha- 
charya,” Annals of the Bhandarkar Oriental 
Research Institute, Vol. XXIII, 1942, pp. 
67-70. 


Krishnalal Mohanlal Jhaveri (transl.), Im- 
perial Farmans (1577-1805 A.D.), Granted 
to the Ancestors of his Holiness the Tilkayat 


Maharaj, Bombay, 1928. 


For a discussion of the relationship between 
Surdas and Akbar, see Janardan Misra, 
Religious Poetry of Surdas, Patna, 1935, pp. 
27-31. Kumbhandas was invited twice to the 
court and his couplets in Mishra Bandhu 
Vinoda I, 278-9 tell of his experiences and 
refusal to go to Fathepur Sikri—related by 
Sri Ram Sharma in The Religious Policy of the 
Mughal Emperors, 2nd ed., New York, 1962, 
footnote 40. 


Since the original distribution of the images, 
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Gita, New York, 1944, p. 90. 


2 Worship at Nathadwara 


10. H. B. Garrick, Archaeological Survey of India, 
Vol. XXIII, Report of a Tour of Panjab and 
Rajputana in 1883-84, Calcutta, 1887, p. 100. 


11. Sri Ram Sharma, Maharana Raj Singh and 
His Times, Delhi, 1971, pp. 29-30. 


12. James Tod, Annals and Antiquities of Rajasthan, 
ed. William Crooke, Vol. II, London, 1920, 
p- 609. 


13. The term Haveli is more popular in Gujarat 
and the region around Bombay. In Rajasthan 
the word used to describe the complex is 
Mandira which simply means temple. 


14. This account is taken from Shri Nathadwara, 
The Temple Board of Nathadwara, 1966 
and Bhagvati Prasad Devpura, Wathadwara 
Darshana, Nathadwara, 1957, pp. 62-63. 


3 Function and Classification 
of Pichhavais 
15. Divalgiris are used mainly in the month of 
Shravana and on the occasion of Divali, 
Fanmashtami, Radhashtami and Sharada Purnima. 
Several examples were seen in the collection 
of the Navnitapriyaji Shrine. The chandava 
is also used for a limited number of festivals. 
Since both are hung only for major celebra- 
tions, they tend to be brocade, gold or silk 
embroidered. 


16. Raga Saranga. Goswami Vrajbhushanlal 
Sharma (ed.) Govindswami, Kankroil, 1951, 
p- 78. , 


In these verses, Govindswami describes his _ 


20. 


al, 


+f 


vision of Radha and Krishna. The couple 
sits surrounded by flowers. Their bed is 
covered with blossoms and behind them is 
hung a flowered pickhavai. Above their heads 
is a floral canopy supported by poles which 
are decorated with more flowers. On either 
side of the couple are golden bowls filled 
with scented water. The feeling is almost one 
of intoxication brought on by the sweet 
fragrance of the flowers. 


. Raga Malhara 


Ibid, p. 90 


Govindswami depicts the decorations for 
Varsha in these lines. When the dark thunder 
clouds gather to herald the arrival of the 
rains, Krishna is dressed in a pink turban 
and ornaments, and bedecked with a garland 
of roses. On the throne is a pink sinhasana 
and behind him a rose coloured fpichhavat. 
This scene arouses a feeling of intense devo- 
tion in Govindswami and in the last line he 
says, ““One should devote all to Him”’. 


. This reference was found in a manuscript of 


Kriti Rahasya Bhavna which was shown to us 
by a priest of the Shri Nathji Mandira. 


. This is a part of the lore which surrounds 


Akbar’s affiliation with the temple. Although 
the incident is mentioned by several secondary 
sources, no substantiation for it could be 
found in the early written histories of the 
sect. 


For example of Mughal hangings see: John 
Irwin and Margaret Hall, Indian Painted and 
Printed Fabrics, Anmedabad, 1971, pl. IV, V, 
X, XI and Indian Embroideries, Ahmedabad, 
1973, pl. III, IV. 


In the Mudra Rakshasa by Vishakhadatta 
(H. H. Wilson, transl., Select Specimens of the 
Theatre of the Hindus, Vol. III, Calcutta 
1827, pp. 41-42) Nipunaka who is a spy for 
Chanakya disguises himself as a-holy man 
and equipped with a Yamapate to illustrate his 
tales about Yama gains entrance to the palace 
of the opposition. For a discussion of the 
use of patachitras in the Harshacarita see: 
Vasudeva S. Agarwala, Deeds of Harsha, 
Varanasi, 1969, pp. 114-115. 


The thare vastra is not used for Mangala 


23, 


24. 


25. 


26, 


37, 
28. 


29. 
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Darshana or on the occasion of Panchamritsnana 
or Snana Yatra when the image is showered 
with offerings. 


One unusual early 20th century set of seven 
pichhavais which illustrated the various 
darshanas was seen in the Shri Nathji Collec- 
tion. 


Robert Skelton, Rajasthani Temple Hangings 
of the Krishna Cult, New York, 1973, pp. 85-97 
for close up illustrations of the side panels. 


J. M. Sanyal (transl.), The Srimada Bhagavata, 
Vol. IV, Calcutta, 1929-39, pp. 22-23. 


F. S. Growse, Mathura: A district memoir, 
grd ed., Northwestern Province and Oudh 
Government Press, 1883. P. 301 describes 
the remaining foundations of the temple as 
they appeared in the roth century. According 
to legend, the temple had only one shikhara. 
Hence the late J. M. Ahivasi called the 
temple with the seven shikharas which is 
depicted on fichhavais the sata ghara even 
though he was fully aware that the real 
sata ghara was located in Mathura. 


J. M. Sanyal, Op. Cit., p. 22. 


For detailed account of the pilgrimage see: 
F. S. Growse, Op. Cit., 1883, pp. 71-102 and 
P. D. Mital, Vraj Ki Samskritika Yatra, 
Mathura, 1966. 


F. Pincott and Prof. Eastwick (transl.), The 
Prema Sagara, London, 1897, pp. 87-88. 


Hari Rai, Shri Nathji Ki Prakatya Varia, 
Nathadwara, 1968, p. 25. Once Purshotam 
of the house of Balkrishnaji wanted to present 
a pair of socks with gold threads to Shri 
Nathji, but they were rejected by Dauji 
because it was not the proper season for such 
material. 


4 Artists and Techniques 


Omkarlal, a Kota artist, mentioned two 
Nathadwara artists of the chhipa (dyers) and 
sakavar Brahman castes who had migrated to 
Kota in the 18th and roth centuries. Interest- 
ingly, at Burhanpur in Madhya Pradesh, an 
old center of the Vallabhacharya Sampradaya, 


32. 


33- 


35° 


36. 
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the artist family which had engaged in 39. Milo 


pickhavai painting was also chhipa by caste. 


There is a dispute over the Jangidas’ claim that 
they are Brahmans. The Adi Gaurasbelieve that 
they originally called themselves Verma or 
Suthar, neither of which are Brahman caste 
names. Also the Jangidas worship, in addition 
to Shri Nathji, Visvakarma who is the tutelary 
deity of other craftsmen of lower origins. 


Nathadwara. 
Pitha (arrived 1705 A.D.) 


| 
Dunga Jagannath 


Chaturbhuj 
| 
| 
Sukhdev Narayan 


| Narottam 
[ . 


Premchand Purushottam Dwarkalal 


Chaturbhuj and Narayan worked on wall 
painting at the Moti Mahal, Mahava Bari 
and Bhalji Temple (dated 1878 A.D.). 


In Indore, Udaipur, Sitamah, Kota, Bundi, 
Jhalavar and Amet Adi Gauras are still car- 
penters and stone carvers. 


Compare the technique and terms with that 


described by Moti Chandra, The Technique of — 


Mughal Painting, Lucknow, 1949, pp. 38-56. 


For comprehensive list of colours used by 
Mughal artists, sée Ibid., pp. 18-34. 


Ibid., p. 42. It is the same procedure followed 
by the Mughal artist but the Mughal terms 
are not known among the Nathadwara artists. 


i] 


45 Conclusions 


- Pramod Chandra, Indian Miniature Painting, 


The Collection of Ernest C. and Fane Werner 
Watson, Madison, Wisconsin, 1971, pl. 161. 
Stanislaw Czuma, Indian Art from the George 
P. Bickford collection, Cleveland, 1975, No. 74. 


Partial genealogy since their arrival in 
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Cleveland Beach, “Painting at 
Devagarh,” Archives of Asian Art, Vol. 24, 
1970-71, Fig. 4 shows Devgarh princes 
worshipping Shri Nathji (c. 1775). S. K. 
Andhare, “Paintings from the Thikana of 
Deograh,”” Bulletin of the Prince of Wales 
Museum, No. 10, 1967, Fig. 50 shows Ravat 
Gokul Das worshipping Shri Nathji, dated 
1801 (1811). O. C. Gangoly, Critical Catalogue 
of Miniature Painting in the Baroda Museum, 
Baroda, 1961, p. 105 lists a painting in which 
Maharana Jagatsingh of Udaipur (1 734-52) i 1S 
depicted worshipping Shri Nathji. 


. G.N. Sharma, Social Life in Medieval Rajasthan 


(1500-1800 A.D.), Agra, 1968, p. 200, 
footnote 159 quotes Portfolio File No. 4, 
letter No. 4 from Kishangarh dated Samvata 
1840. The incident is repeated by James Tod, 
Annals and Antiquities of Rajasthan, (ed. W. 
Crooke), Vol. II, London, 1920, pp. 638-39. 


Ibid. , p. 639, footnote 2. 


. R.N. Mehta, “Pichhavais : Temple Hangings 


of the Vallabhacharya Sect,” Journal of 
Indian Textile History, No. III, Ahmedabad, 
1957, Pp. 14, and fig. 7. 


Milo Cleveland Beach, Rajput Painting at 
Bundi and Kota, Supplementum 32, Artibus 
Asiae, Ascona, 1974, p. 41. 


Ibid., pp. 43-4, fig. 119. Milo Beach suggests 
this wall painting in the Bada Mahal, Kota 
Palace depicts the tilkayata of Nathadwara 
arriving with the priest of Kota for the 
coronation ceremony of the prince. 


Ibid., fig. 101. W. G. Archer, Indian Painting 
in Bundi and Kota, London, 1959. 


. The Jaipur pichhavat is reproduced in A. K. 


Coomaraswamy, Rajput Painting, London, 
1916, pl. XI. 


Kanthmani Shastri, Kankroli Ka Itihas, Pt. I, 
Kankroli, 1939, p. 121. 


. Parmanandadas mentions “painted door’’ in 


Parmanand Sagar, Vrajbhushanla] Sharma 
(ed.), Kankroli, 1959, pp. 357, 376. Chhit- 
swami (Chhitswami, Vrajbhushanlal Sharma 


40- 


50. 


(ed.), Kankroli, 1955, pp- 129, 131, 162) and 
Govindswami (Govindswami, Vrajbhushanlal 
Sharma (ed.), Kankroli, 1951, pp. 50, go, 
77-78) mention chitrasari and painted female 
figures on the wal]. Both Chaturbhujdas 
(Chaturbhujdas, Vrajbhushanlal Sharma (ed.), 
Kankroli, 1957, pp. 129, 131, 162) and 
Chhitswami (loc. cit., p. 47) refer to men and 
women painters called chitera and chiterin. 
Interestingly, women in Nathadwara today 
also paint, but usually for their own pleasure. 
They are not encouraged to work for com- 
mercial purposes. 


Robert Skelton, Rajasthani Temple Hangings 
of the Krishna Cult, New York, 1973, p. 29. 


Ibid. 


IT. Fain Patas 


U. P. Shah, “Varddhaman Vidya Pata’, 
FISOA, Vol. IX, 1941, pp. 45-49. 


References to Kashi patas are found in both 
the Skanda Purana and Katha Sarita Sagara. 
Consult Vasudeva S. Agarwala, Deeds of 
Harsha, Varanasi, 1969, pp. 114-115. 


Moti Chandra, Fain Miniature Paintings from 
Western India, Ahmedabad, 1949, p. 46 gives 
a number of early references. 


See also A. K. Coomarswamy, “One Hundred 


References to Indian Painting,’’ Arttbus Asiae, 
Vol. IV, No. 1, Ascona, 1930-32, pp. 41-57. 


III, Phadas and Panchangas of 


Western India 


The authors wish to thank Rai Krishnadas 
for this information. 


IV. Orissa Patachitras 


The authors wish to thank B. C. Mohanty, 
who is currently writing a book on the subject 
of Orissa painting, for providing much of the 
information related in this chapter. 


For a discussion of ftirtha patas and other 
patachitras of ancient times see Vasudeva S. 
Agrawala, Deeds of Harsha, Varanasi 1969, 
pp. 114-115. 


I, 
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V. Cloth Paintings of Nepal 

P. Pal, Nepal, Where the Gods are Young, New 
York, 1975, p. 18, pl. 62. 

Ibid. 


The authors wish to thank P, Pal for suggest- 
ing the 19th century for this piece. 


Appendix I 
Major Images of the Vallabhacharya Sampradaya 


These are numerous Balakrishna images, besides Shri Nathji, which are worshipped 
by the Vallabhacharis. The sata swarupa, which are the seven images originally distri- 
buted by Vitthalnath among his sons, plus Navnitapriyaji and Mukundraiji, which 
are believed to have been in the possession of Vallabhacharya, are preeminent. ‘These 
nine are known as the navanidhi (nine forms). The following list presents them in order 
of their importance. 

In addition, many of the stwarupas have a goda ke thakura (personal deity). The 
deities which reside with Shri Nathji are included in the list of images described below. 


Shri Nathji 


This is a stone image of Krishna in the posture of holding up Mt. Govardhan. It 
stands almost 44 feet in height. The left arm is raised as if he was balancing the moun- 
tain over his head. The right hand is at his hip. Around his neck and slipping over the 
right shoulder is a vanamala which reaches slightly below his knees. The image is in high 
relief against a rectangular stele (pithaka) which represents the sacred mountain. The 
area directly behind Shri Nathji is hollowed out to resemble the hole in which the 
image was buried until its discovery by Vallabhacharya in Samvata 1549 (1492 A.D.). 
Around the niche in what looks like the rocky mountain terrain of Mt. Govardhan 
are a number of figures. From bottom left they are, a bull and cow, snake, ram, sage, 
parrot (top), pair of sages, snake, Narasimha and two peacocks. Each of these has been 
associated with passages in the Vedas and the Gita. 

According to legend the raised left hand of the image emerged from Mt. 
Govardhan on Samvata 1466 (1409 A.D.). Sixty-nine years later on Vaishakha 
Shukla 11, Samyata 1535 (1478 A.D.), the day on which Vallabhacharya was born, 
the face of the image appeared. The partially exposed icon was known by various 
names. Among these were Govardhananathji (lord of the mountain), and Dev Daman 
(subduer of gods). It is also said that a Brahman named Saddu Pande from the neighbor- 
ing village of Anyor took charge of performing the puja when he discovered that one 
of his cows, Dhusar, was voluntarily showering the image with her milk. The cow’s 
offering of her milk is a common depiction in Nathadwara painting.' : 

In Samvata 1549 (1492 A.D.) Vallabhacharya uncovered the complete image 
and renamed it Shri Nathji. At first, it was installed in a small temple on Mt. 
Govardhan. Later a rich businessman named Puranmal Khatri employed an architect 
from Agra to build a larger, permanent structure for Shri Nathji on the mountain. 
Due to some financial difficulties, the project was not completed until Samvata 1576 
(1519 A.D.) Shri Nathji remained there until the period of Aurangzeb when he was 
transferred to the present site of Nathadwara. 

Various dates have been given to the image. A.K. Coomaraswamy suggested 
that it is a product of the Kushan era.? Recently, Robert Skelton refuted this on the 
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basis of two points.’ First, the figures on the stele behind the image are very unlike 
those on other early Krishna Govardhan sculptures and seem to relate the circum- 
stances surrounding Shri Nathji’s appearance, Secondly, the image is not the familiar 
red sandstone of the Mathura area, but is black. Instead, he proposes that the image is a 
16th or 17th century Rajasthani work, The examples which he cites for comparison 
from this period and area are greenish black serpentine figures in exaggerated high 
relief. Without closer examination of Shri Nathji, which is not permitted by the laity, 
it is difficult to determine if the image is really stylistically similar to these later 
Rajasthani works. From the painted representations of the image, which are the 
scholar’s only point of reference, Shri Nathji appears stockier and less angular than the 
Rajasthani pieces. Also, according to Tz/kayata Govindlal, the colour of the image is 
not black but a reddish black similar to the rock of Mt. Govardhan. Its black ap- 
pearance is due to the repeated applications of perfumes and angaraga, a paste which 
is rubbed on the image to make it smooth. This, coupled with the widespread belief 
in Shri Nathji’s safe transfer from Mt, Govardhan to Nathadwara suggests an earlier 
date for the figure, one preceeding or contemporary with the founding of the sect. 

At the March, 1975 meeting of the Association for Asian Studies in San 
Francisco, Dr. Susan Huntington presented a paper entitled, “‘Bihar and Bengal in 
the Year 700” in which she showed several unpublished photographs of images from 
eastern India which appeared to share many of Shri Nathji’s features. In later corres- 
pondence with her, it was learned that this stylistic trend continues into the later period 
revealing itself in several ca. 15th century images which are strikingly similar to Shri 
Nathji in facial features as well as body proportions. This leads to an interesting hypo- 
thesis which warrants further investigation. | 

It is known that the Vallabhacharis had close relations with the Bengali 
Vaishnavas from the very beginning. Despite their theological differences Vallabha- 
charya and Chaitanya, the Bengali Vaishnava leader, were great friends. Vallabha- 
charya had many Bengalis among his early followers and in fact one of the first mukhias 
of the temple was a Bengali Brahman named Madhavendra Puri. Whether Shri Nathji 
is related to the eastern images remains to be seen and any further inferences may be 
drawn only after it is possible to examine Shri Nathji in detail. 


Mathureshji 


This is a four-armed image of Krishna in dark stone. In his hands are a lotus flower 
(lower right), conch (upper right), mace (upper left) and discus (lower left). Like 
Shri Nathji the figure is in high relief but unlike Shri Nathji, the pethaka is rounded. 
Often Mathureshji is confused with Dwarkadhishji. Although they are similar and 
sometimes depicted by artists as identical images, they may be easily distinguished by 
the shape of the pithaka. Dwarkadhishji’s stele is square at the top. That of Mathureshji 
is rounded. | 
According to legend the image was discovered on the banks of the Yamuna 
near Gokul by Padmanabhadas and with Vallabhacharya’s blessing he began worship- 
ping it. On his death the image reverted to Vallabhacharya. Later Vitthalnath entrusted 


it to his eldest son Girdhar. Hence it’s position as the 1st among the satanidht or seven. 
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forms. During Aurangzeb’s reign, Mathureshji was transferred to Rajasthan. At one 
point it was at Bundi and then was taken to Kota by Durjan Sal in the early 18th 
century. Recently, a dispute led to the removal of Mathureshji to Jatipura in Vraj. 

Mathureshji’s goda ke thakura is Natvarji who now resides at Rajnagar (Ahmeda- 
bad) in Gujarat. 


Vitthalnathji 


This is a metal image of a two-armed Krishna standing with his hands on his hips. 
His wife is at his left. According to legend, the image was given to Vallabhacharya on 
the day his son Vitthalnath was born.* It is known as the second pitha because Vitthal- 
nath presented it to his second son Govindrai. It now resides at Nathadwara. 


Dwarkadhishji 


This four-armed Vishnu image in black stone resembles Mathureshji. The main 
difference is in the shape of the pithaka which is square at the top and not rounded like 
Mathureshji’s. Also the lotus flower is supposed to be missing from the lower right 
hand (see pl. 83). Like Shri Nathji’s stele Dwarkadhishji’s pithaka is carved with a 
number of images. At the top is a four-armed figure in yogic posture. A mace and discus 
are in his upper hands; his lower ones are folded in his lap. At the four corners of the 
stele are standing male and seated female figures. ; 

A tailor of Kannauj is said to have presented Dwarkadhishji to Vallabhacharya 
who in turn gave it to Damodardas Seth to worship. Later Vitthalnath entrusted the 
image to his third son Balkrishnalal. Dwarkadhishji was removed from Mathura region 
in 1669 A.D. and is now housed at Kankroli, only eleven miles from Nathadwara. 
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This is a metal image of a four-armed fluting Krishna. He holds the flute in his two 
lower hands and carries a ball of butter and a conch in the raised ones. Gokulnathji is 
attended by two swaminis, Radhaji and Chandravaliji. This swarupa belonged to the 
family of Vallabhacharya’s wife in Kashi and was given to him, along with four other 
images at the time of his marriage. Vitthalnath presented it to his fourth son, Gokul- 
oe It is now housed in a temple at Gokul which is said to have been built in 1511 


This is a dark coloured wooden image of a two armed fluting Krishna. There are no 
attendants. 

. According to legend, Dokari Kshtrani discovered Gokulchandramaji along with 
Navnitapriyaji and two other images while on her way to Mahavana.® She turned 
them over to Vallabhacharya. Narayan Das Brahmachari was given Gokulchandramaji. 
Upon his death, the image was returned to Vallabhacharya. Later, Vitthalnath en- 
trusted it to his fifth son Raghunath. In the late 17th century, the image was brought 
to Jaipur and remained there until it was expelled by Maharaja Savant Singh in the, 
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1860’s. At present, it is housed at Kamvana in Vraj. 


Balkrishnaji 


This is a metal image of the crawling baby Krishna holding a ball of butter in one 
hand. Vitthalnath presented it to his sixth son Yadunath who did not want to accept 
it because it was small. Instead of establishing a separate temple for Balkrishnaji, 
Yadunath continued to worship Dwarkadhishji with his elder brother Balkrishnalal 
and made Balkrishnaji the personal deity of Dwarkadhishji. Later the descendents of 
the two brothers argued and Balkrishnaji was removed from Dwarkadhishji’s temple 
at Kankroli. It is now at Surat. 

There is also a controversy over its position in the order of the houses. Originally 
Balkrishnaji was considered the sixth pitha but it is now demoted to eighth position and 
Mukundraiji has replaced it. 


Mukundraiji 


Iconographically it is like Balkrishnaji but it was not one of the seven original images 
distributed by Vitthalnath. It is said to have been in the possession of Sanchora Ramdas, 
an early mukhia for Shri Nathji.’ It was worshipped with Shri Nathji until Dauji’s wife 
Lakshmiji gave the image to Girdhar of Kashi where it remains until today. In the 
dispute over the position, Mukundraiji had been awarded the title of the 6th pitha 
in place of Balkrishnaji. : 


Madanmohanji 


This is a metal image of a two-armed fluting Krishna. He is attended by Radhaji and 
Chandravaliji. It is said that it was found by Somayagi Narayan Bhatt in yagya kunda 
and was given to Vallabhacharya who established it in his house.” Vitthalnath presented 
it to his youngest son, Ghanshyam. This image, which was with Gokulchandramaji 
in Jaipur, suffered the same expulsion in the mid 19th century. It too is now at 
Kamvana. 


Navnitapriyaji 


This is a metal image of the baby Krishna which is similar to Balkrishnaji and 
Mukundraiji. He holds a butter ball in his right hand and a laddu in his left one. The 
image is said to have been discovered by Dokari Kshtrani (see Gokulchandramaji). 
Vitthalnath gave it to his eldest son Girdhar who in turn passed it to his youngest son 
Gopinath. At some point it was returned to Shri Nathji and today has its own shrine 
in the Shri Nathji Mandira. The fact that Navnitapriyaji is not counted among the 
sapta nidhis but among the nava nidhis does not diminish its importance. On many 
occasions the image acts as proxy for Shri Nathji not only because it is smaller and can 
be easily moved but because the moving of Shri Nathji recalls unpleasant memories 
of the perilous flight from Vraj. These festival days are Shravana Purnima, Nandamaho- 
tsava Divali, Annakuta, Tilkayata Govindlal’s birthday and Dola. 
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This metal image is a goda ke thakura of Shri Nathji. Although it is similar to the one 
given to Ghanshyam by Vitthalnath, it does not have any attendant figures. According 
to legend, it appeared in Samvata 1882 (1825 A.D.) at Rajnagar in the house of 
Sanchora Jaikrishna where Gopinath was staying while on a journey to Dwarka." 
Madanmohanji resides in the Shri Nathji Mandira and on occasion of Hindola is used as a 
proxy for Shri Nathji. 





Ball alalji 
This is a metal image of the crawling Krishna holding a ball of buttcr in his hand. 
Vallabhacharya is said to have carried this image with him while travelling." It is 
also housed at Nathadwara and on certain festivals substitutes for Shri Nathji. 


1. Robert Skelton, Rajasthani Temple Hangings of the Krishna Cult, New York, 1973, Figure 1. A.K. 
_ Coomaraswamy, Catalogue of Indian Collection in the Museum of Fine Arts Boston, Part V, Rajput Painting, 
Cambridge, Mass., 1926, p. 145, Pl. LX VII. 


2. Ibid., p. 146. Although Coomaraswamy mistakes the black Balaram image for Shri Nathji in this 
entry his Kushan Period date should be considered in reference to Shri Nathiji. 
3- Skelton, Op. Cit., p. 82. 


4. J. E. van Lohuizen-de Leeuw, Indian Sculptures in van der Heydt Collection, Zurich, 1961, pp. 146-151. 
Rene-Yvon Lefebvre d’Argence and Terese Tse, Indian and Southeast Asian Stone Sculptures from the 
“Avery Brundage Collection, Pasadena, 19609, p. 66. 


5. Niranjan Dev Sharma (ed.), Goswami Shri Girdharji Maharaj Ke 120 Vachanamrita, Mathura, 1968, 
p- 153. 

6. Ibid., p. 152. 

Vraj Bhushanlal Sharma, Shri Dwarkadhish Ki Prakatya Varia, Kankroli, 1956, p. 66. 
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8. Sharma, Op. Cit., p. 157. 
g. Lbid., p. 152. 
10. ILbid., p. 157. 
11. Ibid., p. 243. 
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Appendix II 


Principal Garments Worn by the Deities of 
the Vallabhacharya Sampradaya 


There is a large variety of costumes, headdresses and ornaments used by the Vallabha- 
charis for the shringaras (dressing) of the deities. When Vallabhacharya founded the 
sect, he clothed Shri Nathji very simply. The first shringara consisted of saffron coloured 
clothes and a crown decorated with peacock feathers (morachandrika). It was Vitthal- 
nath who was responsible for the elaboration of the dress. He gained the patronage of 
the royalty and other wealthy people and began using regal garments and expensive 
ornaments in dressing Shri Nathji. Many of the shringaras which were used at this time 
are vividly described in the verses of the Ashtachhapa. | 

The material which is used in making a garment varies in accordance with the 
importance of a festival or the season of the year. The seasonal restrictions are not 
unlike the ones which govern the usage of pichhavais. Muslin is used in the hot summer 
months preceeding the monsoons (Chaitra Shukla 3—Vaishakha Shukla 2). In the 
autumn (Ashwina Shukla 1o—Kartika Shukla 15) and again for short periods in the 
spring, Zari material is the main fabric. During the winter season (Agahana Krishna— 
Magha Krishna 4) satin pre-dominates. These are the broadest categories and are by 
no means the complete list of materials used. With the exception of wool, the variations 
seem almost limitless. 

The type of garment which is worn also varies with the season. Generally in 
the summer, Shri Nathji is dressed in a dhoti and uparna. During the winter and on 
special occasions, he appears in different types of coats. 

The following list includes descriptions of the garments and headdresses which 
‘most often appear in the paintings. A complete listing would be beyond the scope of 
this catalogue.' 


| Garments 
Chakdarjama A long full coat with a tight bodice. The skirt hangs in four points 
(Pl. 13). It is usually called chakdar vaga in the Vallabh Sampradaya. 
Kachhani A full skirt which is tied above the waist and hangs to the knee. 


It is generally decorated with two or three bands of different coloured 
cloth. Krishna wears is especially for dancing festivals (PI. 31). 

Malla Kachha Tight fitting short pants worn by Krishna and the gopas when 
herding cows (Pl. 83). 


Dhoti A cloth worn around the waist which passes through the legs and 
is tucked in at the back (PI. 29). 

Arbanda A short waist cloth tied in front. Shri Nathji wears it for Mangala 
darshana in the summer (PI. 6). 

Pardhani A short waistcloth tied over the left hip. Shri Nathji wears it when 


engaged in water sport activities. 
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Suthana 


Paga 


Tipara 


Tight fitting trousers worn under the chakdarjama and kachhani. 


Headdresses 
The Vraj Bhasha term for turban. Shri Nathji wears a wide variety 
of styles, some of which are derived from fashions of the Mughal 
courts. 
A crown. It was first used in the time of Vallabhacharya. 
A headdress worn by the gopas and Krishna when herding cows. 
It is usually seen with the malla kachha. A turban cloth is tied over 
a pointed cap in a manner so that the two ends of the cloth stick 
out. Together with the conical cap they make three points and 
hence the term tipara (PI. 83). 


Decorations for Headdresses 


Besides the more common ones listed below, there is a wide variety of crests and jewel- 
led tassels which adorn the various headdresses. 


Morachandnika 


Gokarna 


Patka 


Uparna 


The most common crown for a paga, mukuta or tipara. Generally it 
is made of one, three or five peacock feathers. Sometimes the peacock 
crown is plain (Pl. 14), but on certain occasions, a decoration may 
be placed in front of it so that only the tips of the feathers show. 
(PI. 54). 

Literally means “cow ears.” A piece of cloth is tied around the 
turban so that the ends protrude like the ears of a cow. Krishna 
wears it for Annakuta. 


Scarves 
Long narrow cloth tied around the waist so that the two ends are 
loose (PI. 83). 
The male version of the dupatta. A long piece of cloth draped over 
both arms (Pl. 84). 


1. For a detailed list with drawings, see: J. M. Ahivasi, “Chhin-Chhin Banik Aur-Hi-Aur”’ 
Poddar Abhinandana Grantha (ed. V. S. Agarwala), Mathura, 1953. 
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Appendix III 


Miniature Paintings and Furnishings of 
the Vallabhacharya Sampradaya 


Besides the cloth hangings which were produced for the temples and private shrines 
there were miniature works painted on paper for the devotees who desired small 
pilgrimage mementos. These either repeated the festivals themes of the pichhavats or 
contained a plan of the Shri Nathji Mandira (Plate 3) and Niamandira. In these works 
Nathadwara artists proved themselves to be as adept in drawing the fine lines of 
miniature paintings as they were in outlining the bolder, larger-than-life figures of the 
pichhavais. Several examples are described below along with one painting which was 
not done in Nathadwara but which indicates the widespread acceptance the cult 
enjoyed in Rajasthan. | 

In addition to painting, the furnishing of the shrine became an art form in itself. 
Exquisitely wrought furniture was commissioned for the use of the divine child Krishna. 
Two of the pieces which belong to the Calico Museum are included among the follow- 
ing descriptions. 


1 PAINTING ON PAPER: From Nathadwara. Early 20th century. 

Accession No. 133! PLATE 7B 
Length 66cms. Width 33cms. 

Colours and technique: 


Ground: Hand made white paper. Painted with blue, blue-black, green, yellow, flesh, orange, black, grey, 
white, silver and gold. 

This painting illustrates the Sharada festival at the Shri Nathji Shrine. Inthe center Shri Nathji, 
dressed in a tricoloured kackhani and morachandrika stands against a white jamdani backdrop. On either side 
of him is a masanada and in front of him to the left of the foot rest are two stands containing the laddu 
box and water jug. Two deities have been placed close to Shri Nathji on small platforms. The pichhavat 
which is suspended from a cross bar hangs behind the image. It depicts four gopis approaching Shri 
Nathji for the moonlight dance. The matching platform covering below contains a picture of the Yamuna. 
A large fan hangs from the center of the ceiling. The two priests in attendance are Govardhanlal, at 
left, performing arti and Damodarlal, at right, holding a fan. 


2 PAINTING ON PAPER: From Nathadwara. Early goth century. | 
Accession No. 996 PLATE 5A 
Length 28cms. | Width 33cms. 

Colours and technique: 


Ground: White paper. Painted with white, black, grey, two shades of green, purple, red, orange, brown, 
flesh, saffron, silver and gold. 
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Within the Dolativari the devotees have gathered to have darshana of Shri Nathji who appears at 
the end of the hall within the Wijamandira. He is clad in a kachhani and morachandrika. ‘The thare vastra 
for this occasion is white and the pichhavai has a colourful zig-zag pattern. Directly in front of Shri Nathji, 
in the Mani Kotha, is a fountain, an indication that it is a summer month. At the entrance to the Mani 
Kotha is a curtain which has been raised for the darshana. A number of worshippers are seated facing the 
shrine. Others, both men and women stand with hands folded in reverence. At right, one bhakia tries 
to control a playful child who is dressed like Krishna. Near him another devotee prostates himself as 
he offers his prayers to Shri Nathji. Note that the triple arched gateway to the Dolativari at left is echoed 
by the three false arches at right. 


3 ‘PAINTING ON PAPER: From Nathadwara. Early 2oth century. | 
Accession No. 996A | PLATE 5B 
Length 29cms. Width 33cms. 
Colours and technique: 

Ground: White paper. Painted with white, grey, black, dark blue, scarlet lake, rose, silver and gold. 


This is a closeup of the Nijamandira as it appeared decorated in the previously described piece. 
Shri Nathji stands against a white backdrop. He wears a kachhani and morachandrika. The zig-zag design 
of his skirt matches the geometrically patterned pichhavai which hangs behind him from a heavy wooden 
pole. The platform is covered with similar material. Shri Nathji is accompanied by Madanmohanji and 
Balkrishnalalji who appear at his left. Girdharlal offers arti while Damodarlal, at right, waves a fan. A 
larger ceiling fan is being manipulated from outside the room by a long rope which passes through an 
open window directly below the ceiling at left. It casts a shadow on the opposite wall. Niches which 
serve as storage places for sacred vessels have been carved into all three walls of the room. The priests’ 
private doorway to the shrine is at right. Presumably the wooden beams which appear below the ceiling 
would be the supports for canopies or wall hangings. 


4 PAINTING ON PAPER: From Nathadwara. Early 2oth century. 
Accession No. 1474 | 


Length 31.4cms. Width 25cms. 
Colours and technique: 


Ground: White paper. Painted with white, different s P red. vellner- tin ° | bee’ 

with touches of ois and silver. = t shades of red, yellow, pink, green, blue, grey, and black 
| ~The scene is the shrine of Navanitapriyaji on the occasion of Gopashtami. Navnitapriyaji sits 
in a swing supported by a large bolster cushion at his back and two smaller pillows at his sides. Before 
him 1s a a laddu box and water jug. A large fan which is to insure his comfort hangs from the ceiling. 
The pichhavat for the festival is simple but striking. Twenty silver cows are arranged in five parallel 
rows against a star studded background. They focus their attention on Navnitapriyaji. The Maharajashri, 
at left, wearing cap performs arti as the priest at right attends the god with a morachhala. At the bottom 
of the painting is inscribed “Dravidopadhyay Vanshidhar Bhatt Lechi Karayti’? which is the name of 
the person who commissioned the work. 


5 PAINTING ON PAPER: From Nathadwara. Early 2oth century. 


Accession No. 1852 
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Length g1cms. Width 23cms. 
Colours and technique: = 


Ground: White paper. Painted with white, grey, black, blue, light blue, yellow ochre, green, scarlet lake, 
orange lake, and touches of gold. 


This painting illustrates Phula Mandali and Sanji, the festival which is celebrated for 20 days 
from Bhadon Shukla 1 to Ashwina Krishna 15. During this period the floor of the temple is decorated with 
designs made from flowers and different coloured grains. 

Krishna and Radha sit within a domed pavilion near the banks of the Yamuna. They are making 
floral decorations for the festival. A lush grove of plantains and kadambas surrounds their isolated pavilion. 
Six gopis are shown gathering flowers in the forest for the divine couple as a number of curious peacocks 
look on the scene from their vantage points in the tree tops. The painting is in poor condition and many 
of the figures are almost completely rubbed off but the inscription at the very bottom remains clear. 1t 
reads, “Dra. Vanshidhar Bharate Utarartha.”’ Probably this is the same man who commissioned the 
previous piece, No. 4. 


6 PAINTING ON PAPER: From Nathadwara. Early 20th century. 
Accession No. 1477 : PLATE 8 
Length 30.4cms. Width 25.5cms. 
Colours and technique: 
Ground: White paper. Sketch outlines in black with touches of black, grey, brown, olive green, silver and gold. 


In this sketch Shri Nathji stands within the Nijamandira surrounded by all the traditional ac- 
coutrements. To his left, on small tables, may be seen the outlines of his personal deities, Navnitapriyaji, - 
Balkrishnalalji and Madanmohanji. The water jug and laddu box appear on stands at the side of the foot 
rest. The pichhavai behind depicts Vallabhacharya and his two sons, Gopinath and Vitthalnath and his 
seven grandsons, the progeny of Vitthalnath, attending Shri Nathji. All are clad in dhoti and dupatta. 
Vallabhacharya is performing arti and Vitthalnath offers the water jug. 

| Behind the group is a grove of plantains and a depiction of Mount Govardhan. A dancing 

peacock with two admiring peahens sport on the slope of the hill directly above the head of Shri Nathji. 
The clouds of the sky are steaked with colour from the rays of the rising sun which appears at the crest 
of the knoll. 

This incomplete painting indicates how an artist planned his work. The composition was entirely 
laid out before colour was applied. Once the basic sketch was completed dabs of paint which indicated 
the colours to be used were added. Fine details, e.g., dress patterns, borders etc. would be completed 
after the initial colouring was finished. 


4 PAINTING ON PAPER: From Rajasthan. Late rgth century. 
Accession No. 1693 
Length 23cms. Width 31cms.. 
Colours and technique: | 
Ground: White paper. Painted with blue-black, blue, green, yellow, two shades of flesh, orange, red, black, 
grey, white, gold and silver. | 
This painting illustrates the Ratha- Yatra festival with Navnitapriyaji and Balkrishnalalji. At 
right a large chariot carrying the two images is drawn by a pair of toy horses which respond to the 
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commands of a driver perched on their backs. The two deities sit beneath a patterned canopy and are 
attended by four gopis carrying fans and parasols. All the trappings of a regular shrine are present. A 
floral pichhavai appears behind the cushions which comfort Navnitapriyaji. Below, Balkrishnalalji sits 
between the laddu box and jhari. The skirt of the chariot has a band of gofz musicians in the top: row 
followed by a parade of animals (three cows, camel, horse and elephant) in the bottom tier. Narrow 
bands of creeper designs divide the composition. | 

In front of the chariot, at left, the chief priest performs ari. Hiseldestson assists in the ceremony 
by carrying a morachhala, The two smaller figures.are probably younger children of the family. The 
female figure at right with her sari drawn over her head is either alay person ora member of the priest’s 
household. Commonly female relatives are included in the paintings. A beautiful rug with an arabesque 
pattern covers the floor. | 


8 CRADLE: From Gujarat. Early 20th century. 
Accession No. 1492 | PLATE 4A 
Height 53cms. Width 63cms. | 
Material: 

Dark wood inlaid with mother of pearl. 

In this simply constructed cradle a small square bed is suspended by wire from a scalloped 
cross bar which is supported by four poles. Diamond shaped pieces of mother of pearl highlight the 
peacock and cypress designs which decorate the cot and cross bar. Only the portions which are visible 
from the front are inlaid. 

g SWING: From Gujarat. Late 19th or early 20th century. 
Accession No. 1495 3 PLATE 4B 
Height 214cms. Width 167cms. 
Material: 
Dark ea with mirror work. 


The swing is suspended from an arched cross bar which is supported by two fluted pillars resting 
on the backs of peacocks. Four sturdy poles encased in mirror work hold the box-like swing to the cross 
bar. The seat of the swing is open in the front and raised at the back like a throne. This piece is impressive 
for both its size and quality of workmanship. 
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Glossary 


ADHAI (ADHI) DVIPA ‘Two and half islands’, 
the terrestrial division of the cosmos on which, 
according to Jain philosophy, man or life as 
we know it exists. It is a part of the Madhya Loka 
(middle world) and is called Manushya Loka (man’s 
world). 


ADINATH See Rishabhadev. 


AGAHANA The ninth month in the North Indian 
luni-solar calendar (November-December). 


AKBAR Mughal emperor of India from 1556- 
1605. 


ANNAKUTA The ‘piling up of food’, a festival 
celebrated in Kartika to commemorate Krishna's 
appearance as the hill spirit of Mt. Govardhan. 
One of the most important utsavas in the Vallabha- 
chari calendar. 


ARBANDA A short waist cloth (see Appendix II). 


ARTI A ritual performed by passing a lighted 
ghee-filled lamp in a clockwise movement before 
the face of the image. 


ASHARHA The fourth month in the North 
Indian luni-solar calendar (June-July). 


ASHTACHHAPA The ‘eight seals.’ A group of 
eight poets who composed verse in the vernacular 
language of Vraj Bhasha for the Vallabhacharya 
Sampradaya. Kumbhandas, Krishnadas, Surdas and 
Parmanandadas were pupils of Vallabhacharya- 
The remaining four, Govindswami, Chhitaswami, 
Chaturbhujdas and Nandadas were disciples of 
Vitthalnath. 


ASHWINA The seventh month in the North 
Indian luni-solar calendar (September-October). 
AURANGZEB The Mughal emperor from 1659- 
1707. ; 

BADLA Flat metallic wire for brocading and 
embroidery. 

BALAGOPALA Krishna as the child cowherder. 
BALAIYAN A posture traditionally taken by 


women when admiring a baby. By first drawing 
their hands over the child’s forehead and cracking 
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their knuckles against their own temples they hope 
to avert any misfortune which might befall the 
child. 


BALARAM The fairskinned elder brother of 
Krishna generally portrayed in iconic form as a 
dancing figure with a snake hood and holding a 
cup of intoxicating liquor. 


BALABHADRA The name used in Orissa for 
Balaram, the elder brother of Krishna. 


BALKRISHNAJI The child Krishna. There 
are two images of the baby Krishna crawling with 
a butter ball in one hand which are housed in the 
main gaddis of the Vallabhacharya Sampradaya. 
One is with Shri Nathji, the other is in 5urat 
(see Appendix I). 


BARE DAUJI See Damodarlal. 


BHADON The sixth month in the North Indian 
luni-solar calendar (August-September). 


BHAKTA/BHAKTINI A man/woman who be- 
lieves in ardent devotion to a personal deity as a 
means of salvation. 


BHAKTI The means of attaining salvation by 
loving devotion to God. 


BHANDARA Storehouse or room. A chamber set 
aside in temples for the safe keeping of sacred 
objects. 


BHOGA An object of enjoyment, viz. food. 


BHOPA A minstrel caste. A member of the caste 
who sings the tales of Rajasthani folk heroes. 


BUTA, BUTI A floral motif. A buti is a dimi- 
nutive variety of the buta design. 


CHAITANYA (1485-1533 A.D.) A Bengali 
Vaishnavite leader and contemporary of Vallabha- 
charya. His bhakti movement stressed an indivi- 
dual’s emotional involvement in worship as op- 
posed to the priestly ritualism associated’ with the 
Vallabhacharya Sampradaya and centered on the 
worship of Krishna and Radha rather than em- 
phasizing Krishna, the child. 


CHAITRA The first month in the North Indian 


luni-solar calendar (March-April). 


CHAKDARJAMA A tight fitting coat with a 
flaired shirt hanging in four points (see Appen- 
dix IT). 


CHANVARA A wisk used by priests and devotees 
in attendance upon a deity. 


CHATURBHUJADAS One of the Ashtachhapa 
and a disciple of Vitthalnath. 


CHAUKHTA Cloth pieces used to cover the side 
of the Shri Nathji stele. 


CHAUKI The term for the stool. 


CHHAPPANBHOGA A festival of ‘fifty six food’. 
Originally it was held on occasions when the sata 
swarupa were gathered together. Now a devotee 
may sponsor the lavish celebration for an indivi- 
dual deity upon request. At Nathadwara it is 
traditionally held on Agahana Shukla 14. 


CHHATRA A parasol or pavilion with a parasol 
shaped dome. Commonly a commemorative 
structure. 


-CHHIPA A caste of textile printers who also work 
as painters. 


-_-GHHITASWAMI One of the Ashtachhapa and a 
disciple of Vitthalnath. 


CHIRA/CHIRAHARANA Clothes/clothes steal- 
ing. Used in connection with Krishna’s stealing of 
- the gopis’ saris at the river bank. 





CHOLI A short tight fitting blouse worn with a 
Sari or ghaghra. 


CHUTILLA A hair ornament braided into the 
plait and ending in a tassel. 


DAMODARDAS Companion and first disciple of 
Vallabhacharya. Damodardas was also Vitthal- 
nath’s teacher. 


DAMODARLAL Also known as Bare Dauji, was 
the last chief priest of the Shri Nathji Temple 
in Vraj. He was responsible for Shri Nathji’s 
safe transport to Rajasthan and the installation 
of the image at Nathadwara. 


DAMODARLAL Namesake of the first chief 
priest of Nathadwara, son of Govardhanlal and 
father of the present Tilkayata Govindlal. 


DANALILA ‘The taking of toll’. The incident in 
which Krishna exacts a tol] of milk from the gopis 
as their passage fee through the mountains. 


DARSHANA The viewing of an image or sacred 
object. In the Vallabhacharya Sampradaya it is 
considered to be the appearance of Krishna 
himself. 


DHAN KHAMARA The paddy store of the 
Jagannath temple, Puri. 


DHATAKI KHANDA DVIPA According to 
Jain philosophy it is the second island continent 
of the madhya loka (middle world). 


DHOTI A man’s garment. It is a long piece of 
ankle length cloth wrapped around the waist, 
passing through the legs and tucked into the back 
of the waistband (see Appendix II). 


DIGAMBARAS “Those clothed with the width 
of the world’’. A Jain sect in which the monks still 
follow the commandment of nudity. 


DIWALGIRI A cloth hanging used in the Valla- 
bhachari temples to decorate the interior walls of 
the shrine not covered by the pichhavai. 


DOLATIVARI ‘Swing chamber’. The room op- 
posite the Nijamandira in the Shri Nathji Mandira 
where devotees normally gather to view the image. 
On the occasion of Dola (Chaitra Krishna 1) 
Navnitapriyaji is brought in and placed in a 
flower covered swing in this room. 


DORIYA A blend of silk and cotton woven in 
such a manner as to give a checked or striped 
appearance. It may be solid or multicoloured. 


DUPATTA A long scarf drapped over the 
shoulders (see Appendix II). 


DWARKADHISHIJI ‘The Lord of Dwarka’. One 
of the sata swarupa distributed by Vitthalnath 
among his sons. Now housed at Kankroli (see 
Appendix I). : 
GADDI A seat or throne. Also used to denote the 
various centers of Vallabhachari worship. 


GHAGHRA An ankle length gathered skirt 
which flairs out from a tight waistband. It_is 
traditional Rajasthani dress and is worn withya~ 
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choli and. orhni. 

GHATA Stee staircases lining the river bank. 
GHATI A valley ‘or pass through the mountains. 
GIRDHAR Eldest son of Vitthalnath. 


GIRDHAR Namesake of Vitthalnath’s son and 
father of Govardhanlal. 

GOKUL A village in Vraj which was Krishna’s 
home as a boy. 

GOKULCHANDRAMAJI ‘The moon of 


Gokul’. The image given to Raghunath by 
Vitthalnath (see Appendix I). 


GOKULNATH Grandson of Vallabhacharya, 
the fourth son of Vitthalnath. 


GOKULNATHJI ‘The Lord of Gokul’. One 
of the images of the sata swarupa distributed by 
Vitthalnath among his sons. (see Appendix I), 


GOPA Cowherder, constant companion of the 
child Krishna. 
GOPI Milkmaid. 


GOSAIN BALAKA Vallabhacharya’s descen- 
dants. 


GOSAINJI Alternate name for Vitthalnath. 


GOVARDHANLAL Installed as the tilkayata of 
the Shri Nathji Mandira in Be A.D. He was the 
son of Girdhar. 


GOVINDSWAMI Member of the Ashtachhapa and 
a disciple of Vitthalnath. 


GRAHAS The nine planets—Mars, Mercury, 
Jupiter, Venus, Saturn, Rahu, Ketu, Sun and 
Moon. | 

GYANA BAJI Precursor of the modern game of 
snakes and ladders. 

HAKIMA The artist with the privilege of 
painting anasara patti. 


HAVELI ‘Mansion,’ often used in the Vallabha- 
charya Sampradaya to denote a temple of the sect. 


HRIN A mystical syllable in Jain religion, thought 
to be derived from the sanskrit word for heart. 


ILLAMMARGARU Mother of Vallabhacharya. 


JAGANNATH A _ manifestation of Krishna 
worshipped at Puri. 


JAMA A coat worn by men with a tight bodice 
and full skirt. It was a popular Mughal style 
which was adopted in Rajasthan where it was 
worn until the nineteenth century. 


JAMBU DVIPA The innermost island continent 
of the madhya loka (middle world). It is named for 
the blackberry bushes (jambu) which grow there 
in abundance. 


JANMACHAKRA PATA ‘Life cycle painting on 
cloth’ depicting scenes from Krishna’s childhood. 


JHARI A water jug. The vessel containing the 
sacred liquid of the River Yamuna. 


JENA ‘Victor,’ a Jain saint. 


JYESHTHA The third month of the North Indian 
luni-solar calendar (May-June). 


KACHHANI A multicoloured dancing skirt worn 
by images of Krishna in the Vallabhacharya 
Sampradaya during the celebrations of Rasalila 
(see Appendix IT). 


KADAMBA The tree mentioned in the ‘clothes 
stealing’ lila and the slaying of the snake Kaliya 
hence closely associated with Krishna. 


KAIRI A floral motif in the shape of a green 
mango. 

KAKACHAKRA The crow which obtained 
salvation by taking a dip in the Rohini Ktinda in 
the presence of Vishnu. 

KALAMKARI ‘Brush work’, the technique of 
painting cotton fabrics by hand as opposed to 
block printing textiles. 

KALASHA A round pinnacle atop a temple. 


KALODADHI SAMUDRA The ocean which 
encircles the Dhataki Khanda Doipa. 

KALYAN RAI The manifestation of Krishna 
worshipped at Kishangarh by the followers of 
Vallabhacharya. 


KANSAPRAHARI PATA A cloth painting 
depicting the killing of Kans. 


KARAPATIA PATA A pata with a horizontal 


composition. 
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KARTIKA The cighth month in the North 
Indian luni-solar calendar (October-November). 


KHANDAPAATA A small table which appears 
on either side of Shri Nathji for the other images 
of Krishna. Also the name of the cloth covering 
for the side table. 


KIRTANA A devotional song with repeated 
verses sung by a chorus of voices. 


KIRTANKARA One who composes or leads a 
kirtana. 


KRISHNA The eighth avatara of Vishnu. Shri 
Nathji who is a manifestation of Krishna is the 
main god of the Vallabhacharya Sampradaya. 


KRISHNADAS (1497-1580 A.D.). One of the 
Ashtachhapa. A native of Gujarat Krishnadas was 
the manager of the Shri Nathji Temple in Vraj. 
His verses are mostly imitations of Surdas’ works. 


KRISHNA PAKSHA The dark half of the lunar 
month when the moon is waning. 


KULAH A pointed cap worn under the turban 
wrapping (see Appendix II). 

KUMBHANDAS (1469-1584) One of the 
Ashiachhapa. Kumbhandas came from the Mathura 


district and was completely devoted to Shri 
Nathji. 


LADDU A round sweet made from milk and/or 
a variety of grains. A favorite of Shri Nathji. 


LAKSHMANABHATT Father of Vallabha-— 


charya. 


LAPPA Ornamental work with gold or silver 
thread. 


LAVANA SAMUDRA ‘Salt Ocean’ surrounding 
the jambu dvipa of the madhya loka (middle world), 


LILA Most often translated as ‘sport’ the term 
refers to Krishna’s superhuman feats and displays 
of divinity. 


MADANMOHANJI ‘One who intoxicates with 
infatuation.’ The manifestation of Krishna en- 
trusted to Ghanashyam. A small representation 
resides at Nathadwara (see Appendix I). 


MAGHA The eleventh month of the North 
Indian luni-solar calendar (January-February). 


MAHAPRABHUJI Alternate name for Vallabha- 
charya. 


MALLAKACHHA Krishna’s cowherding outfit 
(see Appendix IT). 


MANI KOTHA ‘Gem Chamber.’ The room be- 
tween the Nijamandira and Dolativari. 


MANTRA A mystical or magical verse used to 
direct the thoughts of one initiated into a particular 
sect. 


MASNADA Large bolster cushion used in the 
Vallabhachari shrines. 


MATHURESHJI ‘Lord of Mathura.’ The mani- 
festation of Krishna entrusted to Girdhar now 
housed at Kota (see Appendix I). 


MORACHANDRIKA A _ crown with peacock 
feathers (see Appendix IT). : 


MORACHHALA A fan of peacock feathers used 
by those in attendance upon Krishna. 


MUKHIA A priest of the Vallabhacharya 
Sampradaya appointed to oversee the shringara of 
the deity. 


MUKUNDRAIJI A manifestation of Krishna 
worshipped by the Vallabhacharis (see Appen- 
dix I). 


NAND Foster father of Krishna. 


NANDADAS One of the Ashtachhapa and disciple 
of Vitthalnath. 


NAVNITAPRIYAJI ‘Lover of butter’ an image 
of the baby Krishna worshipped at Nathadwara 
(see Appendix I). 


NETZNADELARBEIT ‘Net needlework’. A 
coarse lace work popular in Germany. It was 
originally done by hand and later produced by 
machine. 


NIDHI ‘A treasure or one imbued with good 
qualities.” A term used with reference to the 
main images of the Vallabhacharya Sampradaya. 
The saptanidhis are the seven forms distributed by 
Vitthalnath among his sons. These along with 
Navnitapriyaji and Mukundraiji constitute the 
navnidhis. 


NIJATIVARI The room of the ‘self,’ the chambet 
containing Shri Nathji. oH = 
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OLI A Jain festival observed biannually by the 
Shwetambaras, once in Chaitra and again in 
Ashwina. Each lasts for eight days from the seventh 
of the light half to the full moon. 


ORHNI A long filmy scarf which pleated at one 
end and tucked into the ghaghra is then wound 
around the bodice and drawn over the head and 
shoulders. 


PAATA A table or platform. 
PAGA A turban (see Appendix IT). 


PANA A combination of betal, lime water and 
aromatics wrapped in betal leaves so as to have a 
triangular appearance. A favourite of Shri Nathj.. 


PANCHANGA ‘Five limbs’, a calendar. 


PARAMANANDADAS (1494-1585 A.D.) One of 
the Ashtachhapa and a disciple of Vallabhacharya. 


PARIKRAMA The circumambulation of a sacred 
object. 

PARSHVANATH A Jain saint, the twenty- 
third jina. He is easily identified by his blue-black 
skin, snake hood and snake companion. 


PATA, PATACHITRA A pigment painting on 
cloth. 


PATITAPAVAN The saviour of the fallen, a 
name of God. 


PATKA A sash or scarf (see Appendix II). 
PAUBHA Newari for pata, a painting on cloth. 


PHADA, PHADAKYE A painting on cloth 
depicting the tales of Rajasthani folk heroes. A 
phadakye is a smaller version of a phada. 


PHALGUNA The twelfth month in the North 
Indian Juni-solar calendar (February-March). 


PICHHAVAI ‘That which hangs behind.’ A cloth 
hanging used behind the images of the Vallabha- 
charya Sampradaya. 

PITHA ‘Throne or seat.’ Used in much the same 
manner as gaddi to denote the location or center 
of one of the Vallabhachari images. 


PITHAKA The stele behind the image of Shri 
Nathii. 


PRADAKSHINA To circumambulate a sacred 
object or location by keeping it on one’s right. 


PRASADA Food which is first offered to the 
deity and then distributed among the devotees. 


PUJA The conventional mode of Hindu worship 
in which offerings are made to the deity. 


PURNIMA The full moon. 


PUSHKARA DVIPA ‘Lotus island.’ The third 
continental ring of the madhya loka, half of which 
is inhabited by man. 


PUSHTIMARGA ‘Path of Grace.’ The way of 
salvation taught by Vallabhacharya. 


RADHASHTAMI The birthday of Radha and 
one of the most important festivals in the Vallabha- 
chari calendar. 


RASALILA Krishna’s sport with the gopis. 


RASAMANDALA The circle dance of Krishna 
and the gopis. 


RASAPANCHADHYAYI The five chapters of the 
Bhagavata Purana which deals with Krishna calling 
the gopis into the forest and culminates in the 
Rasamandala. 


RATHAYATRA A festival which commemorates 
the day on which Krishna and Balaram left 
Gokul in a ratha (chariot) to meet with the wicked 
Kansa in Mathura. It falls on Ashadha Shukla 3. At 
Puri Jagannath is taken out in a big procession 
aboard a large ratha. At Nathadwara the celebra- 
tion is more subdued. A small silver cart is brought 
before Shri Nathji. He is not removed from the 
temple because it is believed that after the perilous 
flight from Mathura Shri Nathji does not wish 
to be moved again. 


RISHABHADEV The first jina of the present 
cycle. He is golden in colour and may be identified 
by his companion bull. Rishabhadev is also 
called Adinath. 


SAMPRADAYA A sect which believes in an 
established doctrine. 


SEVA The service one pays to God in terms of 
time, material possessions and thought. 


SHALIGRAM A round black stone representing — 
Vishnu. | . 


SHANKHALVI PATA A type of patachitra which 
illustrates the temple at Puri in detail and all the 
surrounding sacred spots. 


SHRAVANA The fifth month in the North Indian 
luni-solar calendar (July-August). 

SHRI NATHJI The main image of the Vallabha- 
charya Sampradaya. The name is possibly derived 
from nath (lord) of Shri, Lakshmi, the consort of 
Vishnu. 


SHRINGARA The dress and accompanying 
adornments of an image. 


SHUKLA, SHUKLA PAKSHA The light half of 
the lunar month when the moon is waxing. 


SIDDHACHAKRA (‘Saint/sacred-wheel.’ A dia- 
gram representing the nine dignities of Jainism. 
SIDDHAKSHETRA ‘Sacred place.’ A pilgrimage 
site. 


SINHASANA A throne or a cloth hanging which 
covers the throne back. 


SIRI A staircase or the runner covering the steps 
leading to the platform on which a deity is placed. 


SOMA An hallucinatory plant used in sacrificial 
rites since Vedic times. 


STOTRA A hymn of praise. 
STUTI A prayer of invocation. 
SUBHADRA The sister of Krishna and Balaram. 


SURDAS (1479-1584) A blind poet who became 
a devotee of Shri Nathji and a follower of Vallabha- 
charya. He composed thousands of verses in 
Vraj Bhasha on the lilas of Krishna. 


SUTHANA Tight fitting trousers (see Ap- 
pendix IT). 


SVETAMBARAS ‘Those clothed in white” A 
sect t of, Jainism i in which the monks abandoned the 
mandment of nudity. 





SWARUPA ‘Own form.’ A living 1 manifestation 
of the deity. 


THARE VASTRA A term used for the pieces of 
cloth which cover the pithaka behind Shri Nathji. 


THIABADHIA PATA A pata with a version 
composition. 


TILKAYATA The title for the chief acharya of 
the Vallabhacharya Sampradaya. 


TIRTHA A pilgrimage spot. 
TIRTHANKARA ‘Finder of the ford’. A Jain 


saint, one who has crossed the ocean of rebirth. 
TITHI A lunar day. 


UPARNA A long scarf draped over the shoulders 
(see Appendix IT). 


UTSAVA A festival or celebration. 


VAISHAKHA The second month in the North 
Indian luni-solar calendar (April-May). 


VALLABHACHARYA Founder of the Pushtimarga 
sect. 


VIMANAS Flying chariots of the gods. 


VITTHALNATH Younger son of Vallabha- 
charya. 


VITTHALNATHIJI One of the images distributed 
by Vitthalnath among his seven sons (see Ap- 
pendix I). 


WRAJ The district around Mathura where 
Krishna grew up and the place where Shri Nathji 
was discovered and first housed. 


YANTRA A mystical diagram. 
YASHODA Foster mother of Krishna. 


ZARDOJI Gold or silver metal threads sewn on 
satin or velvet with metallic threads to give the 
appearance of true embroidery. In Rajasthan it 
is known as karchobi work. 


ZARI Metallic thread twisted over cotton or 
silk for brocading. 
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Varanasi, 1965). 


" Indian Buddhist Iconography, 2nd ed. Calcutta, 1958. 
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No. 1. Ascona, 1930-32. 


The Koran. Baltimore, 1968. 


The Bhagavad Gita. New York, 1944. 
History of Indian and Eastern Architecture, Vol. 11. London, 1912. 
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Social and Cultural Life in Medieval Rajasthan, 1500-1800. a 
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TOD, James 
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UNDERHILL, M. M. 
WILSON, H. H. (Trans.) 
ZAEHNER, R. C. 


The Religious Policy of the Mughal Emperors, 2nd ed. New York, 
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Maharana Raj Singh and His Times. Delhi, 1971. 
Akbar The Great Mughal, 2nd ed. Delhi, 1966. 
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“Paintings from the Thikana of Deogarh,”’ Bulletin of the Prince of 
Wales Museum, No. 10, 1967, pp. 43-53- , 


The Aris of India and Nepal: The Nasli and Alice Heeramaneck 
Collection. Boston, 1966. 


Indian Painting in Bundi and Kotah. London, 1959. 


Indian and Southeasi Asian Stone Sculpture from the se Brundage 
Collection. Pasadena, 1969. 


The Old and New Testaments in Muslim Religious Art. London, 1932. 


‘Painting at Devgarh, **“Archieves of Asian Art, Vol. 24, 1970-71, 
PP. 23-25- 


= Rajput Painting at Bundi and Kota. Supplementum 32, Artibus 


Asiae. Ascona, 1974. 


Rajput Miniatures from the Collection of Edwin Binney 3rd. Portland, 
1968. 


Indian Miniature Paintings from the Collection of Edwin Binney 3rd: 
The Mughal and Deccani Schools. Portland, 1973. 


The Technique of Mughal Painting. Lucknow, 1949. 
Mewar Painting. New Delhi, 1957. 
Bundi Painting. New Delhi, 1959. 


Indian Miniature Painting: The Collection of Earnest C. and Jane 
Werner Watson. Madison, Wisconsin, 1971. 


Rajput Painting. Oxford, 1916. 


Catalogue of the Indian Collections in the Museum of Fine Arts, Boston, 
Vol. V. Rajput Painting. Cambridge, Mass., 1926. 


Indian Art from the George P. Bickford Collection. Cleveland, 1975. _ ; 
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DICKINSON, E. 
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Art of the Indian Subcontinent from Los Angeles Collections. Los 
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“Paintings from India, Nepal and Tibet,” Arts in Virginia, Vol. IT, 
No. 1, 1970, PP- 4-23- 

Critical Catalogue of Miniature Painting in the Baroda Museum, 
Baroda, 1961. A 


Indian Painted and Printed Fabrics. Ahmedabad, 1971. 
Indian Embroideries. Anmedabad, 1973. 


Miniature Painting: Catalogue of Sri Motichand Khajanchi Collection. 
New Delhi, 1960. 


Kishangarh Painting. New Delhi, 1959. 


Unknown India: Ritual Art in Tribe and Village. Philadelphia, 1968. 
Rajput Painting. New York, 1960. 

Indian Sculpture in van der Heydt Collection. Zurich, 1961. 

Tantric Art. New Delhi, 1966. 


The Embroidery and Beadwork of Kutch and Saurashtra, Department 
of Archaeology of Gujarat State, 1966. 


Indo-Asian Art from the Fohn Gilmore Ford Collection. Baltimore, 1971. 
Lanira. London, 1973. 
Indian Miniatures. Venice, 1961. 


Krishnamandala. Ann Arbor, Michigan, 1971. 
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_A Flower from Every Meadow. New York, 1973. 


Gods, Thrones and Peacocks. New York, 1965. 
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Concordance 


Museum Accession Numbers to Catalogue Numbers 


Museum — Catalogue 
Number Number 
C200 67 
C413 86 
C614 78 
C615 58 | 
C731 76 | 
C828 77 
C869 57 
61 55 
$2 22 | 
139 34 
203 g! 
204, go 
205 82 
314 80 | 
326 19 
327 132 
401 130 
=f 4 52 
453 12 
495 Br 
496 13 
564 36 
582 75 
583 53 
627 133 
699 59 
738 119 
75°? 120 
803 96 
804 89 
805 71 
806 73 
959 54 
961 105 
g62 117 
963 III 
966 60 
982 115 
984. 116 
986 104 
“1004 127 
1005 129 





Museuin 
Number 


1006 
1045 
1044 - 
1093 
1094 
1095 


ETI 
| 1127 - 


1130 
1131 
1137 
1171 
1174 
1185 
1186 
1212 
1231 
1235 
1236 
1249 
1250 


| 1330 


1332 
1396 
1400 
1401 
1402 
1403 
1431 
1432 
1433 
14334 
1434 
1435 
1436 
1437 
1438 


| 1456 
1463 


1464. 
1465 
1466 


Catalogue Museum 
Number | Number 
128 1467 
100 1468 
126 1469 

I 1470 

2 1471 
102 1472 
97 1473 
125 1502 
72 1503 
65 1561 
99 1562 
49 | 1563 
106 1601 
II 1645 
45 | 1646 
134 | 1647 
118 | 1691 
123 | 1692 
34 1753 
IIO 1782 
109 | 1783 
17 | 1998 
131 | 2008 
137 7 2099 
27 2010 
121 | 2011 
112 | 2043 
98 | 2053 
8 | 2054 
95 | 2057 
46 | 2062 
47 2063 
14 | 2079 
26 | 2080 
5 | 2153 
7 2154 
94 2156 
56 2157 
107 2158 
g | 2160 
10 2161 
08 | 2162 
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Catalogue 
Number 





Museum 


Number 


2180 
2195 


| 2197 


2901 
2902 
2203 
2204 
2350 
255! 
2363 
2397 


| 2569 


2570 


| 3056 


3957 


Catalogue 
Number 


25 
79 
135 
24 
59 
31 
38 
83 
51 
15 
138 
140 
139 
101 
108 


Index 


Abhaya-mudra 97 
“Abraham 123 
Acarya 2, 8, 97, 124 
Acyuta Devaloka 93 
Adel 3, 4, 12 
Adhaidvipa 83, 84, 93, 94, 95 
— pata 94 
Adi Gaura 73, 74, 78, 79, 126 
— are Brahmanas and bear the clan name of 
Sharma 73 
—are carpenters, stone masons, palmists and 
painters 73, 126 
Adinatha 83, 86 
Adigvara Temple 85, 86 
Aditya 104 
A Flower from Every Meadow, New York 1973; 54 
Agra 128 
Ahalya 16 
Ahivasi, J.M. 125 
Atravata Ksetra 93 
Aigana 93 
Ajmer 73 
Akbar 4 
— his interest in Vallabhacari sect 4 
—his suggestion of white hangings for Sarada 
Purmmd 12 
— his affiliation with the temple of Sri Nathaji 
125 
Aksaya Triiya 53 
Alidha 114 
Allahabad 3 
Ananda 6 
Anandabazara 110 
AnantaSayana 110 
Anata 93 
Andhra 1, 2, 119 
Angardga 129 
Ankusa 97 
Annakiija 15, 32, 36, 37, 38, 40, 43, 71, 131, 134 
— pichavais 12, 15, 37, 385 395 40; 435 75 
— scene missing 40 
— simhdsana 43 
Annals and Antiquities of Rajasthan 7 
Ann Arbor 27 
Anu Bhasya 6 
Anuttara Vimana Ksetra 98 
Arana 93 
Arati 10, 18, 19, 38, 39, 40, 52, 136 
Arabanda 9, 133 


Arbuda 89 
Arhat 97 
Aries (Ram) 104 
Aristha 18 
Arjuna 5, 101, 113 
Arravalli Hills 6 
Asadha 53 
Asadhi Pairnima 53 
Astachdpa 3, 4, 6, 9, 11, 14, 133 
Astamalla 110 
Astamangala 89 
Astapada 89, 90 
Astra-Sastra 97 
Asura 23 
Aurangabad 81 
Aurangzeb 4, 5, 7, 128 
— banned the worship of Krsna 7 
— reign 130 
— threatened to destroy the temples 7 
Avatéra 1, 13, 102 
— of Visnu 102, 103, 104, 105, 118 
Avyabadha 94. 
Ayodhya 16, 17 


Bagaravatas 101 

Bakasura 18, 23 

Balabhadra 108, 109, 110, 118 

Baladeva 18, 26, 29 

Balagopdla 3 

Balai 99 

Balaiyan 20, 23 

Balakrsnaji 37, 39, 124, 125, 131, 137 
— image 128 | 

Balakrsnalala 79 

Balakrsnalalaji 38, 138 

Balarama 18, 23, 24, 25, 26, 27, 31, 39, 44 
— pichavai 27 

Bali 119 

Balli Musalamana 74 

Banaras 2, 3, 7, 11, 79 

Banasa 7 

Barabhaya Hanumana 110 

Bare Dauji 37, 38, 39, 40, 73 

(See Damodara) 

Bhargavi river 107 

Barasana 27, 29, 53 

Bedha Kalika Temple 110 

Behulavana 29 

Bela—Creeper motif 75 
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Bengal 5 
Bhaddasana go 
Bhadon 20 
Bhadravana 29 
Bhagavad Gita; the 5, 6, 128 
Bhagavata Purana 6, 13, 43 
— Illustrations 79 
Bhaidvija 32 
Bhainsasura 99 
Bhairavas 104, 114 
Bhairavi 97 
Bhairavalal 74, 75 
Bhakari 97 
Bhakta 5 
«Bhakti 4, 5, 24 
— Prema Laksana 6 
— poets 13 
Bhaktini 64 
Bhalaji Temple 125 
Bhandariji of Kanpur 85 
Bhandiravana 29 
Bharata 16 
— Kyetra 93 
Bhiaratendu Flarifacantra 78 
Bhayankari 97 
Bhima 110 
Bhisani 97 ~ 
Bhoga 9, 10, 13, 53, 110 
— bhtimi 93 
— darsana 26 
Bhoja ro1 
Bhopa 99. 
Bhopa’s tale 99 
Bhitadamri 97 
Bhitadipretanasini 97 
Bhuvanesvari 97 
Bijai Singh 78 
Bikaner 77, 95 
Bimba pravefa 97 
Birbal 4 
Bolangira 107 
Brahma 16, 24, 27, 29, 32, 59, 93, 96, 110, 118, 
119, 120 
Brahmanas 20, 104 
Brahma Sambanddha (Mantra ) 3 
Brahmasitra 6 
Brhaspati 104 
Buddha 104, 105 
Buddhist 113 
— canons 114 
— deity 114, 117 
— scroll 114 


Budha 104, 


Bulletin, National Museum, Delhi, No. 2, 1970; 84 


Bundi 12, 74, 77; §30 
— substyle 45 
Burhanpur 63, 64, 69, 81, 125 
Biiti Banana 75 
Byoma (Vyoma) 23 


Caitanya 129 

Cakaddrajama 4, 18, 19, 37, 40, 134 
— usually called Cakadara Vaga 133 

Cakanda dena (to give form) 100 

Cakra 23 

Cakratirtha Temple 110 

Cakregvari 89 

Cakri 97 

Calico collection 1, 82, 84 


— arranged in accordance with Nathadwara 


Calendar 15 
Calico Museum 78, 80, 82, 83, 99, 135 
— its rasa-lila@ hangings 79 
— Collection 13, 24, 81 
Calico pieces 79 
Calico scrolls 113 
Calico works—outstanding examples; 


having 


composition similar to Nathadwara Pichavais 77 


Camparanya 2 

Camvaras 54, 575 59 
Candana Yatra 110 

Candava (Candarvad) 11, 124 
Candi 97, 110 

Candra 104 

Candra Kali Temple 110 
Candrasarovara 26, 35 


_ Candravaliji 130, 131 


Carana 20 
Carani 20 
Catalogue of Nepal 113 


Catalogue of the Indian Collections in the Museum 


of Fine Arts, Boston, part V; 27 
Caturbhujadasa (Kirtanakara) 10 
Caturbhuja Durga Temple 110 
Caukhaté 13 
Cauki 10, 11 
Caumukhaji Temple 89 
Courdsi Vaisnavana ki Varta 6 
Causatha Yogini Stotra pata 97 
Cero (Cheharai) 76 — 
Chappanabhoga 67, # 

Chatra 52 


Chaturvedi, Sundarlal (of Mathura), a scenery~ 


painter of the Theatrical production 78 
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Chinnamasta Temple 110 
Chipd 99, 100,125 

Chitaswami (Kirtanakara) 10 
Ciraghata 29 

Giraharana Lild pata 112 

Citerd 127 

Citerina 127 

Citeron ka mohalla 73 

Citeron ki gali 73 

Citrakaras 107 

Citrakiita (Chitor) 89 

Citra pata 82 

Chitor 85 

Cloth hangings 8, II, 12 
Cloth paintings of Nepal 113, 127 
Cochin State Library 100 
Coli 62 

Company Style 85 
Coomaraswamy, A.K, 27, 128 
Cradle 138 

_Cundari Banana 75 

— Cutilla 30, 54, 57; 72. 


Dakini 97 
Dakor 49 
Damarii 114 
Damodara 7 
— known as Bare Daiji 73 
Damodaradasa 2, 3 
Damodaralala 135, 136 
Dana Ekadasi 23, 32 
— khandapata 25 
— pichavat 24, 25° 
Dénaghara 24, —— 
Dana Ghati 24, 25, 26 
Danalila 6, 18, 23, 24, 25, 29, 39, 79 
— pichavai 8, 24 
Déana-Mana Ghati 18 
Dandasahi 107 
Dappana (Darpana) 90 
Dariya Mahavira Temple 112 
Dargana 4, 8, 9, 10, 13, 28, 37, 83, 99: 136 
DaSahara 32, 67 
Daégaratha 16 
Dasdavatara 110 
Dasindca 110 
Daiji 125, 131 
Dawood, N.J. 123 
Deccan 54, 57, 67, 68, 73; 75> 80, 81 
— City 80 
Deva Damana 128 
Devagiri 89 
Devaki 18, 44, 85 


Deva Loka 84, 90, 93, 98 
Devanagari 49, 96, 97, 103 
Devis 96 
Dhana Khamara 109 
Dharanendra 98 
DharmaSsalds 36 
Dhdataki Khanda 94, 95 
— dvipa 93 
Dhoti 18, 20, 25, 30, 72, 112, 133 
Dhiimraprabha 90 
Dhimaraksi 97 
Dhvamsani 97 
Dhyana mudra 96, 97 
Dhyani Buddha Aksobhya 114 
Digambaras 82 
Dirghalambosthi 97 
Divialagiri 11, 124 
Divali 15, 124, 131 
Divya Yogi 97 
Dokari Ksatrani 130, 131 
Dola 131 
Dolativari 8, 10, 28, 37, 39, 49, 136 
Dolayatra 110 
Dondecari 110 
Draupadi 85 
DuhSasana 110 
Dupatta 134 
Durga 86, 104 
— twenty armed 97 
Durjana Sala 74, 130 
Durmukhi 97 
Dutta Mohapatras 107 
Doara 7 
Dvipa 94 
Dwaraka 132 
Dwarakadasaji 37 | 
Dwarakadhisgaji 37, 38, 39, 72; 79, 129, 139, 137 
— Temple 12,57,74 — 
— Temple at Kankroli bears the name of a 
devotee, from Hyderabad 80 
Dodrapala 110 


Earth—in the form of a Cow 16 

Ekddasi 23 

Elephants—as popular decorative motif 7 

Ellora 73 

Eye—powerful, omnipresent of Tantric representa- 
tion 97 

‘«Fateha Chanda Samarai”’ 80 

Festivals 14 
— Aksaya Tytiya 
— Annakiita 26, 38, 39, 43 
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— Déna EkddaSi 14 

— Dasahara 14 

— Gokhilavana 67 

— Gopdstami 14, 51; 67 

— Gosainji kad Utsava 14 

— Govardhana Piija viz., Annakiita 14 

— Holi as Patotsava 14 

— Fanmdstami 14 

— “aqeacare of és Nathaji viz., Zyesthabhiseka 14 

— Kuitja Ekddast 14 

— Narasimha Caturdasi 14 

— Pavitra EkddaSi 14 

— Paitcamrta Sndna of Kysna 14 

— Phiila Dold | 

— Prabodhini Ekddasi 14 

— Radhastami 14 

— Raksdbandhana 14 

— Rdmanavami 13 

— Ratha Yatra 14 

— Sarada Piirnima 14 

— Thakurani Tija 14 

—Vallabhacarya’s birth day viz. Mahapra- 
bhuji kd Utsava 13 

— Vamana Dvddasi 14 

Floral Motifs 97 
Fly wisk 103 
— figure 95 


Filakumwara 102 


Gadi 12 

Gadri 99 

Gajakumbhira 112 

Gaja-Laksmi 118 

Gaja-simha 118 

Gajendragaruda Skandha Narayana 112 

Gandhamandana 23 

Ganefa 60, 90, 101, 104, 109, 118 
— churning ocean illustrated 101 
— four armed 119 
— Temple 110 





Gerii 108 

Ghagharas 25, 29, 3°, 35, 45> 62, 64, 68 

Ghana ka kama 73 

Ghanasyama 131 

Ghasirama 73, 77 

Ghdta 30, 35; 39, 52, 62, 63 

Ghati 24 

Ghatikd 103 

Ghonta 75 

Ghorara Kataksi 97 

Giradharalala 1, 36 

Giridhara 5, 131 

Girigovardhana 110 

Girirajaji 79 

Girnara 82, 89 

Goda ke Thakura 37, 38, 128, 130, 132 

Gokarna 37, 134 

Gokhildvana 29, 36 

Gokul 2, 4, 23, 26, 27, 29, 129 

Gokulacandrama§ji 37, 38, 130 

Gokulanatha 6, 11 

Gokulanathaji 38, 130 

Gopas 17, 18, 19, 20, 24, 25, 35, 38, 39, 44) 49, 
59, 51, 54) 57s 59> 60, 64, 68, 80, 134 

Gopdstamt 32, 36, 44, 49, 53 
— pata 45 
— pichavats 44, 45, 46, 49, 50, 78, 79 
+e sir hi 59, 5! 
— sirht with Simhdsana 51 
— theme 60 

Gopis 6, 18, 19,20, 24, 25, 26, 27> 28, 59, 31; 35» 
43, 45> 46, 52, 53> 54» 57, 59, 62, 64, 68, 72, 79 
80, 105, 112, 119, 136, 138 

Gopinatha 3, 77 132 

Gora Bhairava 97 

Gosain Balakas 8, 13 

Gosaifi Vraj Bhushanlal 80 

Gosainiji kad Utsava 15, 32 

Gotis 98 

Govanda Pichavai 67 





; ee, Govardhana, Mt. 3, 7, 12, 18, 24, 255 26, 27, 295 315 
Ganjama 107 36, 37, 40, 43, 44, 54, 72, 75» 1195 128, 129, 137 

~ Garbha-grha 105, 109, 110 — darsana 43 3 
Gardatoya 94 — darSana pichavai 44 
Come 109, 120 — kunda 27 

nukha 89 — Temple 12 
Gaumukki 62 Govardhanalala 79 
Gauéala 44 Govardhananathaji 128 
Gautama Svami 96 Govardhana Paja 18, 26, 29, 39 
Gendilala 75, 75» 78 — chauka 8, 10, 37, 40, 43 - . Cae 
Germany 25 Govind 7 
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Govindalala 8, 14, 15 

Govindaswami (Kirtanakara) 11, 12 

Grahas 90,96, 104, 105 

Graiveyakas 93 

Gujarat 2, 4, 5, 39, 46, 49, 50, 51, 57, 58, 60, 
61, 62, 63, 64, 67, 69, 80, 85, 86, 8q, 93, 96, 
97, 98, 99, 103, 104, 105, 130, 138 

Guru 82, 118 

Godla 9 

Gyana Baji 84, 98 


Hall, Margaret 49, 59, 60, 62, 64, 67 
Halura Puri 
— the original place of Nathadwara artists 73 
Hamsa 120 
Hangings 72, 100, 112 
— pigment painted 1 
— white 12 
— depicting festival 14 
— according to occasion 14 
— depicting festivals at Nathadwara 15 
— depicting Scenes of Ramalild 15 
— depicting story of Rémdyana 16 
— Annakiita 43 
— zardoji 77 
— brocade for the winter 77 
— on cloth 82 
— providing excellent records of Jaina philo- 
sophy and teachings 82 
— sacred 83 
— used by story tellers to illustrate their tales 99 
— its history 100 
Hanumana 16, 17, 60, 102, 109, 110, 119 
Haracandi Temple 110 | 
Harem 12 
— hangings 12 
Harivamsa Ksetra 93 
Hartala 108 
Hathaphiila 72 
Haveli 8, 10 
— style 71 


— popular in Gujarat, Bombay & Bashar 124 


Hayagriva 119 
Henna 44, 59 
Hevajra 114 
Himmata Vijaya 85 
- Aindola 132 
Hindu 86 

— Temples 7, 8 

— sects 12 

— deities 86 


Hingula 108 
Hingali 76 
— Known as hingula, Ingura 76 
Hiranyakasyapa 118 
Holi 15, 18 
Hrim 82, 96, 97 
Hrindaya Kalpa 82 
Hrinkara Mantra 82, 95 
— patas 82 
Hrinkara Yantras 95, 96 
Hrinkari 97 
Hunkari 97 
Huntington, Susan Dr. 129 
Hyderabad 80, 81 


-_ 


Ilammargaru I, 2 
Image 4 
— $ri Nathaji and Sri Mathureégaji given to 
Giradhara 4 
— Vitthalanathaji given to Govindarai 4 
'— Dwarakadhigaji given to Balakrsnalala 4 
— Gokulacandram§ji was given to Raghunatha 


— or Nathaji transferred to Nathadwara 5 
— Gokulanathaji was given to Gokulanatha 4 
— Balakrsnaji was given to Yadunatha 4 
— Madanamohanaji was given to Ghanasyama 
4 
— Krsna having four arms 50 
— NakSatra 96 
— foot prints 96 
— deities 96 
— of a snake 96 
— wooden; of Jagannatha, Balabhadra, 
Subhadra 105 
— Sankara 114 
Indian Embroideries, Ahmedabad 1973, 59; 62 
Indian Painted and Printed Fabrics, Anmedabad, 1971; 
49, 64, 67 
Indo-Asian Art from the John Gilmore Ford Collection, 
Baltimore 27 | 
Indra 3, 19, 24, 27; 29, 32, 43, 59> 72> g6 
— bowing before Krsna 44 
Irwin, John 49, 50, 59, 62, 64, 67 
Isdnayaswara Temple 110 
Isardja 32 


Jagamohana 110 


-Jagannatha 108, 109, 110, 119 


— Temple 106, 107, 108, 109 pe = 
— Temple at Puri 105 sh re | 
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Jayamald 52 
Jaina 85; 86, 89, 90, 98 
— dcdrya 85 
— bhandaras 83, 84 
_ — image 97 
— paintings 82 
— patas 84, 124 
— philosophy 90, 93, 97; 98 
— saints 82 
— view of the Universe 83 
Jainism 97 
Fain Miniature Paintings from Western India, 
Ahmedabad, 1949; 84, 96 
Jaipur 74, 77, 78, 79, 130, 131 
Jalavihara 53 
Fima 101, 104, 113, 114 
Fambii 93, 94 
— Dvipa 90, 93, 94, 95 
Jamadeévara Temple 110 
Janaka 16, 119 
jangida 76, 77, 79, 126 
— are Brahmanas having clan-name Sharma 73 
— traces their ancestor back to Jaipur 73 
Janma cakra 106 
Janmastami 15, 17, 106, 124 
Jaré—brush made from goat hairs 76 
Jatipura 36, 130 
Shari 10, 31, 138 
Jiiné—brush made of hairs of squirrell tail 76 
Si inas 82, 83, 96, 98 
Jiva 5 
Job (Ayub) 123 
Jodhpur 7 


Kacchapa (turtle) 104 
Kachani 24, 28, 30, 49, 50, 59, 72; 
135, 136 - 
Kadamba 26, 29, 30, 32, 35: 54, 57> 59, 64, 68, 
80, 112 137 
— filled with monkeys and birds 46 
Kadamakhandi 29 
Kaikeyi 16 
Kailasa, Mt. 118, 119 
Kaintha 108 
— plants 108 
Kaka cakra 109 
— padmapdda 110 
Kaka Caturbhuja 110 
Kala Bhairava 97 
Kalahapriya 97 
Kalama 76 
— Gujarat, ref. Vols. I & II of the Series 77 


133 1345 


Kalapa 100 
Kalasa 19, 90, 109 
Kali 97 
Kalini 97 
Kaliratri 97 
Kaliya; The Serpent King 26, 119 
Kalaki 104, 105, 118 
K4lodadhi 93, 94; 95 
Kalpatiia 94 
Kalyana Raya, worshipped in Kishangarh 77 
Kamadhenu—nursing her calf 120 
Kamala Chauka 8 
Kamalavana 53 
Kamavana 13! 
Kamodavana 29 
Kamoravana 29 
Kamsa 18, 23, 26, 27, 44, IOI 
— prahari pata 106 
Kadjici 105 
— avijdna 112 
Kandarapabhiseka pata 107 
Kangra 96 
Kanhyalala 74 
Kankali 97 
Kankroli 12, 67, 68, 72, 74, 78, 79, 80, 130, 131 
— Collection 30 
Kannauj 130 


- Kanakabhiseka 124 


Karamukhi 97 
Karana 103 
‘Ka! Ranachoradiasa Bakarivala, A’ 49 
Karapatid patactira 108, 109 
Karma 84, 
Karmasimha 85 
Karnaphiilas 32 
Karti (knife) 114 
Kasi 73, 130, 131 
— Viévanatha Temple 110 
Kashmir 96 
Kati 97 
Kathiawara 83, 84 
Kaurava I0I 
Kesamardi 97 
Kesari 76 
Ketu 104 
Kevalin 96 
Khaka 76 
— famana 75 
Khandapata 10, II, 12, 23, 30, 37> 61 
Khatri, Panna 74 


. 
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Khatvanga (Club) 114 

_ Khatavangi 97 

Khayala 99 

Khoja 101 

Kirtanas 4, 8, 28, 53 

Kirtanakara 9 

Kirtimukha 119 

Kishangarh 77, 79, 83, 85 

Kishore Singh 78 

Kiya plants 108 

Konia (Set Square) 75 

Kota 49, 74, 77, 78 130 
— paintings 78 

Krodha 97 

Krona 96 

Krsna 2, 3, 4, 5, 6, 8, 9, 17; 18, 19, 20, 23, 24, 


255 26, 27> 28, 30, 31, 35> 36, 43, 44, 45> 46, 


50, 51, 52, 53) 57> 59, 63, 64, 67, 68, 71, 73; 


75, 77, 80, IOI, 104, 112, 125, 128, 130, 131, 


132, 133, 134, 135, 137 | 

— bhandara 8 

— festivals 13 

— Lila 2, 14, 26 

— mandala 27 

— ViSvariipa pata 118 

— sect I 

— childhood 29 

— stealing Gopi’s saris 29 

— dressed in Kachani and patkd 30 

— in tribhanga 30, 46, 62, 72 

— life in Vraj, border illustration 31 

— combing Radha’s hair 44 

— his note to Radha 44 

— melody hypnotises the cows and Jot around 
him 45 

— melody, recalls the cows from their grazing 
and herd to their homeward journey 45 

— dressed in Kachani 45 

— ride to Radha’s home 52, 53 

— danced like a peacock (mora) at Morakuti 

— surrounded by courting peacocks and peahen 
dancing around him 54 

— dressed in a golden Cakadarajama and Suthana 
37 | 

— disguised as a Gopi 62 

— as baby floating on a pipala leaf and sucking 
his toe 72 

— his iconic form as Sri Nathaji 80 

— Cosmic form 118 

— Visvariipa with ten arms 118 

— subduing Kaliya 119 

— dressed in turban 125 


— Govardhana sculpture 129 
— metal image 130 
Krti Rahasya Bhavana 11, 125 
Ksetras 84, 93 
Kulaha 4 
Kumarika 97 
Kumbhanadasa (Kirtanakara) 3, 4, 9 
Kunja Ekadasi 32 
Kurana (Qoran) 123 
Kuranic (Qoranic) Story 123 
Kirma (turtle) 118 
Kirmavatara 110 
Kushan 128, 132 
Kutch 51, 59, 60 
Kuvalayapidha—the mad Elephant 23 
Lace Pichavais—were made in Germany for 
export 24 
Ladd (banta) 10, 39, 57, 725 110, 131, 136, 137 
Lagulimatha 110 
Laksamana 16, 17, 109, 119 
Laksamanabhatta 1, 2 
Laksmi 105, 13! 
— Temple 110 
Landani 73 
Lanka (Ceylon) 16, 17, 102 
Lantaka 93 
Lappa works 17 
Lavana (Samudra) 90, 94, 95 
Likhat 75 
Lila 5 
Lingaraja 110 ; 
Lohavana 29 
. —ki Lila 27 
Lokas 84 


‘Lokanatha Temple 110 


Loka purusa 98 
Lokasura 27 
Lola Kakadrstighoramukhi 97 


Maccha 90 

Madanamohanaji 8, 37, 38, 46, 75, 131, 132, 136 
Madhya Loka 83, 84, 90, 93; 98 

Madhya Pradesh 125 

Madoyadharini 97 

Madurai 7 

Mahabharata 105 

Mahddana 25 

Mahadeva 110 

Mahahimavanta Janice 93 

Mahamaya ) 
Mahdaprabhuji ka Utsava 15 
Maharaja Yaswant Singh 7 


a 
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Maharaja of Cossimbazar 79 
Maharana Raja Simha 7 
Mahédrdsa 31 
— pichavai 28 
Maharashtra 118 
Mahiatamahprabha go 
Mahavana 26, 27, 29 
Mahavideha Ksetra 90 
Mahavira 90,96 
Mahayogi 97 
Mahendra 93 
Mahirsani 97 
Mahotsava 17 
Mala 57 
Malapura 73 
Malini 97 
Mallakacha 45, 133, 134 
Malyavata 93 
Managhara 24 
Manasarovara 29 
Manasi Candi Temple 110 
Manasi Ganga 27, 43 7 
Mandala 35 
Mandara 89 
Mandira 124 
Mangaji 101 
Mangala 9, 13, 104 
— darfana 13, 133 
Manikarnika tank 110 
Manikoyha 8, 28, 37, 53, 136 
Majijira 32 
Mann, Karl Collection 80 
Mantra 5, 20, 82, 89, go, 96, 97 
Mantrayogini 97 
M§&nusottara mountain 93 
Manusya Loka 93 
MarkandeSvara Temple 110 
Markandeya 120 
— Purina 120 
— purana pata 119 
Marwar 74, 78, 100, 101, 102 
Masanada 10 
Masulipatam 63 | : 
Mathura 4, 5, 15, 23, 26, 27, 29, 74, 78, 125, 
129, 130 
Mathureéaji 37, 38, 39, 72, 129, 130 
— Temple 49, 57 
Matsya 103, 118 
Maya 97 
Medieval Hindi Literature 105 
Mehta, R.N. 44, 54 


Meru, Mt. 83, 89, go, 93> 94 





Mewar 7, 59, 78 
Miniature paintings and furnishings of the 
Vallabhdcarya sampradaya 135 
Miniature paintings 
—depicting Srigadras from collection of Amit 
Ambalal Shah 79 
Mittal, Jagdish 120 
Mochi School 59, 60 
Moksa 85, 90 
Mora 53 
Moracandrika 18, 19, 24. 28, 37, 46, 59, 72, 133; 
134, 135, 136 
Morachala 18, 19, 31, 38, 39, 46, 57, 62, 72, 138 
— fly wisks 59 
Morakuti—The legendary home of Radha 53 
— pichavai 53, 54 
— pichavai depicting dancing peacocks 53 
Motakala 107 
Motichandra 84, 96 
Moti Lagana 75 
Moti Mahal 74 
Mudra-Raksasa 125 
Mughals 77, 113, 114, 117, 134 
— artists 100, 108, 126 
— court 4, 12 
— courtiers 4 
Mukha-patti 97 
Mukhia 52, 53, 60, 131 
Mukhiaji 13 
Mukti Mandapa 110 
MukundarAiji 131 
Mukuta 134 
Munda banana 100 
Mundadharini 97 
Muslim 85 


Naga 114 
Nagacuni 45 
Nagarjuna 85 
Nagpur 89 


_ Naksatra 96, 103 


Namadeva Cipa 74 

Nanavati, J.M. 60 

Nanda 17, 18, 19, 20, 23, 26, 27, 44, 52 

Nandadasa ( Kirtanakara) 9 

Nandagrama 26 

Nandamahotsava 17, 23, 32, 131 
— pichavais 17, 18, 19, 20, 23 
— simhasana 20, 23 
— khandapata 23 

Nandaghata 29 

Nanda Ghata Ki Lila 27 

Nandi 119 
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Nandyavarta 90 
Narabhojini 97 
Narada 27, 29, 32, 59, 72, 119 
Naraka Loka go 
Narasimha 104, 128 
— Temple 110 
Narayanadevaji 99, 101 
— pharas 100, 101 
— his battle with Bagaravatas 101 
Narayana Dasa Brahmacari 130 
Nari Asva 53 
Narottam Narayan Sharma 
— family had produced many artists 73 
Natamandapa 110 
Natavaraji 37, 130 
Natha 7, 32 
Nathadwara 6, 7, 10, 11, 12, 14, 15, 17, 18, 19, 
20, 23, 24, 25, 26, 27, 28, 29, 31, 32, 35, 36, 
37> 38; 39. 49, 43, 44, 45, 46, 51, 52, 53, 54 
59, 60, 68, 71, 72, 73, 74, 75» 77> 78) 79, 80 
118, 124, 125, 127, 128, 129 130, 135, 136, 137 
Nathadwara artists 73, 74, 75, 76, 108, 125 
— their genealogical reference 73, 125 
— their encestral migrations 73 
— settled in the year 1705 AD. 73 
— use two types of brushes 76 
— paintings 77, 78 
-— pichavai 24, 25, 62 
— school 77 
— style 78 
— works 78 
Nathimala 74 
Nati 100 
Naubata Khani 10 
Naukdavihara 63 
Navanidhi 128 
Nava ki pichavat 63 
Navanitapriyaji 5, 8, 17, 18, 19, 23, 31, 37, 40 
128, 130, 131, 136, 137, 138 
— Shrine 124 
— Temple 57 
Nayaka 99, 119 
Nayiké 119 
Neminatha 85 
Nepal 113, 114 
Nepalese camel 117 
Nepali artist 114 
Nepali style 117 
Netrotsava 106 
Nijamandira 8, 10, 19, 28, 37, 40, 135, 136 
Nikati 97 
Nikuiija 53 


Nila Parvata 93 

Nipunaka—a spy for Canakya 125 
Nirvéna 82, 83 

Nisacari 97 

Nisadha Parvata 93 

Non-dualism 5 


Omkaralala 74, 75,78, 125 
Orhanis ( Odhanis) 29, 30, 35, 38, 45, 62 
Orissa 107 

— artists 107 

— painters 108 

— patacitras 106, 108, 127 


Pabiiji (Laksmanaji, a historical figure of ye 
century) 99, 102 
— phara 101 
Pada (nine) 97 
Para ki boundary 75 
Phara 82, 97, 99, 100, 102 
— and fajicdigas of Western India 99, 128 « 
—on the life of Goga Cauhana, Prthviraja 
Cauhana, AmaraSingh Rathor, Tejajietc. 99 
Padmanabhadasa 129 
Padmavati 96, 98 
Paga 25, 57, 134 
Paintings 135 
— on paper 135, 136, 137 
— Persian inspired viz., Indo-Persian 123 
— on cloth regional style 118 
Pali 73 
Palitana 85, 86, 89 
Pal, Pratapaditya 27, 113 
Pana (Bira) 10, 39 
Pajicdmrtasnana 32, 125 
Paficdfigas 103, 104, 105 
Pajicaparamesthina 82, 97 © 
Pandava 85, I01 
Pandita 2 
Pandharapura 2 
Pankaprabha 90 
Pannalala 74 
Paramanandadasa ( Kirtanakdra) 9 
Parasadevata Temple 110 
Parasurama 104, 118 
Parada 12 | 
Pardhani 131 
Parikrama 86 
Parévanatha 95, 98 
— Temple 89 
Parvati 13, 118, 119 
Paryusana 84, 98 ) i 
Pasa (die) 98 Sn it 
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Pata 10, 11, 29, 30, 46 


Pata 82, 83, 84, 85, 86, 89, 93, 94> 95» ox, 107; 
110, 113, 118, 119 
— ¢itra 12, 105, 107, 108, 127 
— citra in Harsacarita 125 
— citra for itinerant story tellers 
— Rathayatra festival 108 

Patana 85 

Patka (pataka) 19, 25, 30, 99, 104, 112, 113, 1 
119, 134 

Patitapavana 109 

Patotsava 32 

Pattis 106 


Paubhas (an object of worship) 113 
— as Thanké in Tibetan and pata in Sanskrit 113 
Pavapuri 82 
Pharakye 99, 102 
Phila Dola 32 
Phiila Mandali 11, 137 
Pichavais 1, 11, 18, 20, 24, 25, 26, 27, 28, 29, 30, 
31, 32, 35. 36, 38, 39, 40, 43, 44, 46, 49. 52; 
53, 58; 59, 60, 63, 64, 68, 69, 71, 72, 73, 79: 77: 
78, 79, 80, 125, 126, 133, 135, 136, 137, 138 
— early references 11 
— its function and classification 11, 124 
— white II 
— flowered 12, 125 
— pigment painted 12, 14, 73, 76, 79 
— painted 12 
— printed, brocaded or embroidered 12 
— resemblance with Mughal tents and harem 
hangings 12 
— illustrated in the border scenes 13 
— its size and shape 13 
— of an inverted “U” shape 13 
-—painted pichavai never hung during the 
winter months 13 
— Ramnavami 15 
— doriyé decorated with gold Lappd 15 
— Nanda-Mahotsava at Nathadwara 18 
— depicting Krsna’s birth in Gokula 19 
— often Balarama is its main subject 26 
— its sirhi 35 
— jewelled 37 
— depicting Indra’s submission 43 
— cows nursing their calves 44 | 
— brocade 61 
— embroidered 61 
— depicting rainfall 53 
—net-needle work (Netznadelarbeit) from 
Germany 62 . 
— silk 63 


— artists 63, 84 

— its devotional theme 64 

— partly stencilled and partly block printed 64 
— mango designed 67 

— depicting plan of Vaisnava Temple 71 

— its tradition 74 

— painted on thick woven material 75 

— painters 75 

— best remembered 75 


-—elements derived from the styles of Bundi, 


- Kota, Jaipur, Udaipur etc. 77 
— applique by tailors 77 
— its chronology 79 


Pichavai ki boundary 75 
“‘Pichhavais: Temple hangings of the Vallabha- 


charya Sect”, Journal of India Textile History, 
No. H1, 1957; 44, 54 


Pichavai 11 

Pichavari 11 

Pichavarad 11 

Pitha 130, 131 

Pithaka 13, 28, 29, 39; 72, 128, 129, 130 
Prabodhinit Ekddasi 32, 51, 52, 53 


— fnchavai 52 
— sirhi 52 


Pradaksinad 26, 85, 86 
Pranaia 93 

Prasada 10, 37 

Pratistha vidhi 97 

Pretasi 97 

Pretavahini 97 

Pija 36, 86, 128 

Purdpas 24, 27 

Puri 105, 107, 108, 109, I10, 112 
Puri, Madhavendra 129 
Puarnagiri 89 

Pirmma 28 

Purusottama 125 
Pausabhiseka Pata 107 
Puskara 100 


— dvipa 93, 94, 96 
— dvipa Tirthankara 95 


Pusti 5 


— marga 39 5 


Pyjamas (Payajamas) 113, 114 
Pankaprabha go 


Radha 18, 25, 31, 


35, 44, 45, 52, 53. 75> 10% 
125, 137 


Radhastami 15, 32, 124 
Radha Vallabha Sect 12 


Ragas 13 
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— Malhara 125 


— Saranga 124 
Raghunatha 130 
Raghurajapura 107 
Rahim Baksha 74 
Rahti 104 
Raika (Camel keepers) 102 
Rai Krishnadas 78 
Raja 105 
Rajabhoga 9 
Raja Gaja Simha 77 
Rajasthan 5, 12, 16, 23, 25, 32, 35, 45, 46, 58, 
64, 68, 73, 77; 80, 84, 86, 97, 99, 100, 101, 103, 
104, 105, 118, 130 
Rajasthani 79 
— folk style 79 
— motifs 78 
— paintings 78 
— pharas 120 
— work 129 


Rajasthani Temple hangings of the Krishna Cult, New 
York 29, 36, 39 
Rajanagara (Ahmedabad) 130, 132 
Rajapita 7> 99. 113, 114, 117 
Rajput Paintings, Cambridge, Mass. 27 
Rajariipa Hansaraja 74 
Raksabandhana 32 
Raksasa 16 
Raksasi 97 
Rakta 97 
Rama 13, 16, 17, 101, 104, 109, 110, 118, 119 
— his coronation 110 
Ramadeva 99 
Ramajangha 97 
Ramakrsnadala 99 
Ramanavami 15, 32 
— pichavai 16 
Ramayana 15, 16, 105 
Ramyaka Ksetra 93 
Rafganatha (Rama) Temple 12 
Rani Durgavati 4 
Rasa 28 
— mandala 28, 31, 54. 71; 75 
— utsava (Sarada Piirnima) 12 
Rasalila 27, 110 
— hangings of Calico Museum 79 
— pichavai 12 
Rasa Pattcadhyayi 6, 28, 35 
Rasasala 110 
Rastrantakari 97 
Ratana Chauka 8, 10 
Ratana Simha 85 
Ratha 108, 109 


Rathaydatrd 109 
— festival 137 
— utsava 110 
Ratnamala 89 
Ratnaprabha go 
Rauravi 97 
Ravalasila 29 
Ravana 16, 17, 101, 102, 109, 119 
— chatra-bhanga 112 
Rawson, Philip 93,94 - 
Revati 18, 26, 39 
Skelton, Robert 29 
Rsabhadeva 83, 85, 86, 89, go 
Rsis 16 
Ripa Simha 77 


Sadhu 97 
Safeda (zinc white) 75 
Sahasrabahu 118 
Sahasrara 93 
Saht 75 
Sdja it 
Sakavara Brahmana 74 
Sakti Vajravarahi 114 
Saligrama 37, 51, 52> 
Samavasarana Pata 96 
Sambalpur 107 
Sambara—a form of Hevajra 114 
Sambara Paubhd 113 
Sammeta Sikhara 89 
Sampradaya 6 
Samudra 112 
Samvalaji 101 
Samvatsari 84, 
Samyaka Caritrya 97 
Samyaka darSana 97 — 
Samyaka Fiiana 97 
Samyoga 6 
Saficora Jayakrsna 132 ~ 
Sandhya 20 
Sani 104 
Sanjyi 26, 137 
Sankhalavi 110 

— patacitra 110 
Sankhapata 107 : 
Sanskrit (Samskrta) 105 
Sanatakumara 93 i 
Santa 96 
Sanyast 3 
Sapta nidht 131 
Sarada festival 135 
Sarada Pirnima 27, 28, 29, 32; 80, 124 
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— pichavai 28, 29, 30, 31, 32, 35, 80 
— sirht 35 

Sarasvati Temple 110 

Sari 18, 26, 30, 68, 108, 119 
— orhané 75 

Sarkaraprabha go 

Sata ghard 4, 125 

Satakari 97 

Sdtanidhi 129 

Sathiyd (Svastika) go 

Sata Swartipa 4, 37, 44, 77; 124 

Satrughna 16 

Satrunjaya 82, 85, 86, 89 
— pata 83, 84, 85, 86 

Saumanasa 93 

Savant Singh 77 

Sayana 10 
— Darsana 26 

Seasons 53 

Sehard 52 

Send 109 

Sendura 75, 76 

Sesa Naga 23, 119 

Sesaji Visnu 109 

Sesodias 7 

Sevd 3, 8, 53, 105 

Shah, Amit Ambalal 79 

Shah, U.P. 82 

Sharma, Dwarkalal 76 

Sharma, Narottam Narayan 74, 

Sharma, Nayansukh, a photographer and pichavai 
artist 74 

Sharma, Revashankar, 73, 74 

Sharma, Shankarlal 73, 74 

Setha, Damodardasa 130 

Sri Nathaji 3, 4, 7, 8, 9, 10, 13, 17, 18, 19, 24, 
26, 28, 29, 30, 31, 32, 36, 37, 38, 39, 40, 43, 
44, 49, 53, 57, 59, 7, 72, 73) 74, 75, 79, 80, 
124, 126, 128, 129, 131, 132, 133, 134, 136, 137 
— collection 125 
— Mandira 12, 14, 15, 28, 37; 40, 43, 44, 59, 
60, 71, 73 742 77s 78, 79, 80, 125, 131, 132, 135 
— Mandira Collection 78, 79 
— installed in the hamlet of Sinhara 7 
— pichavai 15 
— with splayed feet 79 
— surrounded with scenes of dense bowers 53 

Stadara (Red ornaments) 107 

Siddha 97 | 





— patas 82, g6 
Siddhaksetra 89 
— Tirthapata 85 
Siddha Sila 93, 98 
Siddhavaitali 97 
Siddhayogini 97 
Sikhara 7, 103, 110, 125 
Sikhari Parvata 93 
Simandhara Svami 95 
Simhdsana 10, 11, 20, 43, 51, 58, 60, 63, 68, 72 
— with scenes from the life of Krsna 23 
Sindht 93 
Sinhara 7 
Sirht 10, 11, 53, 60, 62 
— simhdsana 60 
Sirivaccha (Srivatsa) go 
Sita 16, 17, 102, 119 
sitala Temple 110 
Siva 16, 19, 24, 27, 29, 32; 59 72, 109, 118, 
119, 120 
— Temple 110 | 
Sivalinga 119 
Skanda Purana 105 
Skelton, Robert 36, 39, 80, 128 
Sndnavedi 110 
Sndnaydtrd 105, 125 
Sodasa grantha 6 
Sodasi Temple 110 
Soma 2 
Sone Nagar 73 
Soul (Fiva) 5 
Spink, Walter 27 
Sravana Kumara 104, 105 
Srigara 4, 8, 9, 13, 32, 52, 53, 79 
— Darsana 13 
— of deities 133 
Stories of the prophets 123 
Stuit 103 | 
Subhadra 105, 109, 110, 118 
Subodhini 6 
Suddhadvaita 5 
Sugriva 16, 17 
Sukhalalaji, Pt. 94 
Suklangi 97 
Sukra 93, 104. 
Siiradasa ( Kirtanakdra) 3, 4, 9 
Siraja Pola 10, 37, 40 
Surat 61, 62 
Sirimanira Kalpa 82 
Sirpanakha 16 
Siithana 18, 24, 59, 134 
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Svaminis 130 
Svariipa 3, 8, 39, 40, or 130 
— indicates the material of the image 37 
Suvetambaras 82 
Swing 138 
— festival 12 


Talavana 29 
Tamahprabha 9o 
Tansena 4 
Tantra, New York 1973; 93, 94 
Tantric 82 
— representation 96 
— text 82 
— Vidhi 82 
Tapa loka 118 
Tativartha Siitra 94. 
Temple 13 
— their twentyfour main celebrations 13 
— board of Nathadwara 124 
— calendar 13 
— Puri 105 
Temple hangings 1, 6, 73, 118 
— of Vallabhacarya Sampraddya, 1, 124, 125 
Tent hangings 12 
Thare Vastra 13, 28, 125, 136 
The Embroidery and Beadwork of Kutch and Saurashtra, 
Dept. of Archaeology of Gujarat State, 1966; 60 
The Koran, Baltimore, 1968; 123 
Tha Badhia pataciira 109 
Tilakdyata (chief priest) 7, 8, 13, 14, 15, 38, 73, 79 
— Govindlalji 14, 129, 131 
Tipai 75 
Tipana 75 
_ Tipdrd 134 
— Srngara 72 
Tirtha 82, 83, 90 
— patas 82, 83, 89 105, 127 
Tirthankaras 82, 83, 85, 86, 89, 90, 94, 96, 98 
— images 86 
— seated in yogic posture 95 
_ Tod, James—recorded gathering of images 78 
Todaramala 4 
Tondon, B.N. 84 
Trahini 97 
Tukas 83, 85 
Tulasi (The sacred plant) 62 
_ — marries Saligrama 51 
Turahi 97 
Turras (ornaments) 57 


Udaipur 6, 7, 73, 74, 77, 78 


— influence 78 
Umasvati Vacaka 93 
Upadhyaya 97 
Uparand 45, 72, 133, 134 
Urdhvakosi 97 
Ustdda 74 
Utsava 14, 29, 31 
Utthapana 9 


Vaddhamanaga 90 
Vahani 94 
Vairi 97 
Vairoti 96 
Vaisnava 71 , 

— Shrine 71 

— Temple 71 
Vaitadhya 89 
Vajra 114 
Vajravarahi 114 
Vallabhacari 8, 12, 71, 79, 80, 129 


— Temple 63 
— Temple hanging 1 
_ — Shrine 63 


Vallabhacarya 1, 4, 5, 6, 11, 12, 14, 18, 19, 20, 
26, 29, 31, 39, 40, 44, 62, 72, 77, 128, 130, 
131, 132, 133, 134, 137 | 
— birth place (Rajima) 2 
— exponent of Vaishnavite beliefs 1 

- — his ideas of non-dualism 2 
— first disciple Damodaradasa 2 
— visit to the temple of Vithoba in 
Pandharapura 2 
— visit to Gujarat 2 
— to build temple at Govardhana 3 

_ — married the daughter of a priest of Banaras 3 

— spent his last days at Hanumana Ghafa in 
Banaras 3 

— death in the Samvata 1587 (1530 A.D.) 3 

— carried the small image of Balakrsnaji 37 

Vallabhacarya Sampradaya 3, 6, 8, 12, 13, 26, 35, 
59, 67, 745 775 78, 124, 125, 133 
— gives equal status to men and women 28 
— its major images 128 
— used the calendar based on Lunar system 15 

Valukaprabha go 

Mogens res sa 97 

Vamana 118 
— dvadaSi 32 

Vana 26 
— yatra 26 

Vanamala 128 

Vara (day) 103 

Varaha (boar) 104 
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Varahi 97 
Vardhamanavidya Kalpa 82 
Varga I dees 53> 54. 125 
vais 54, 57 





Varuna 27 
Vasanta Pajicami 32 
Vasanta Pichavai, of Jaipur 79 
Vasudeva 18, 20, 23, 27, 44 
Vedas 6, 104, 128 | 
Velavana 29 
Videha 93 
— ksetra 93 
Vidyutaprabha 93 
Vijayanagar I, 2 
Vijayaraja Siri 85 
Vimalagiri 89 
Vimalavasahi 85 
— Tika 86 | . 
_ Vimdna 19, 24, 27, 29, 3°: $1, 325 (4 57> 59: 72 





Vitali 9 97 
Visakhadatta 125 
Visnu 1, 2, 13, 15, 16, 18, 23, 24, 44, 52, 72; 
104, 112, 119, 120, 
— appearance on earth as Rama 16 
— seduced a married woman Vrnda (Tulasi) 52 
— Ghiata 27 


Viévakarma 126 

Vidvamitra 16 

Visvariipa 97, 118 | 

Vitthalanatha 3, 4, 6, 9, 11, 12, 13, 14, 18, 19, 
20, 26, 29, 31, 37, 38, 39, 40, 44, 72, 79, 128, 
129, 130, 131, 133 
— his close ties with Mughal court 12 

Vraja 3, 4, 5, 7) 12, 17, 24, 26, 27, 29, 31, 36, 
43, 44; 45, 59, 53, 54> 7; 13°, 131 
— bhasé 6, 134 

Vraja Yatra 26 





_ Yuvaraja 16 


— pichavai 26, 27 


_ Vrksacari pichavat 68 
Vrnda (Tulasi) 52 


Vrndavana (Tulasi Grove) 12, 26, 29, 35, 52, 59 
Vrthangini 97 | ) 
Vyaghri 97 


Wall paintings 78 


Welch, Stuart Cary 54 


Western Indian Paintings 83 


_ Winter 58 


— pichavais 57 
— sirhi 58 

Worship 
— attuned to the mood of season 13 
— at Nathadwara 124 


Yadunatha 37, 124 
Yagya (yajtta) 16 
Yaksa 89, 98 

— Dharanendra 95 
Yaksi 89 


Yaksini 95 


— Padmavati 95, 98 

Yama 105 

Yamapata 125 

Yamuna 3, 10, 18, 19, 20, 23, 24, 26, 27, 28, 20; 
30; 31; 32; 35 39> 44, 45> 46; 51, 52, 54: 572 62, 
63, 64, 75, 112, 129, 135, 137 

Yamundstaka Kavya, (text written by Vallabhicarys 
62 

Yantras 82, 97, 98 

Yaéoda 17, 18, 19, 20, 23, 27, 101 

Yoga 103 


Yoginis 97 


— their names 97 


Raradoji 57, 58 


Kart 133 


— material 29 
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View of Nathadwara with the Banas River 


in the background. The Shri Nathji Mandira 
is encircled in black. 


Main entrance of the Shri Nathji Mandira. (top) 


Entrance to the Moti Mahal. (bottom) 
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Plan of Shri Nathji Mandira. 
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4A Wooden cradle inlaid with mother of pearl. From Gujarat late rgth 4B Wooden swing with mirror work. From 
or early 20th century. (Appendix III, No. 8). Gujarat, late 19th or early 20th century, 


(Appendix IIT, No. 9). 
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Miniature painting from Nathadwara showing the interior 5B Muniature painting from Nathadwara showing the interior of the 
of the Shri Nathji Mandira. The devotees stand in the Dolativari Nyamandira. Early 20th century. (Appendix III, No. 3) 
separated from Shri Nathji by the Mant Aotha which contains 


a small fountain. Early 20th century. (Appendix III, No. 2). 











6 The shrine of the Shri Nathji Mandira by Dwarkalal Sharma. 
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4A Annakuta pichhavai (detail) of the Shri Nathji Mandira. 7B Miniature painting from Nathadwara. The Nijamandira is decorated with hangings 
for the Sharada Utsava. The two presiding priests are Govardhanlal (left) and his son 


Damodarlal (right). Late 19th century. (Appendix IIT, No. 1). 


Sketch (khaka) of a miniature painting from Nathadwara with colour indicati 
early 20th century. (Appendix III, No. 6). 
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9 Artist Dwarkalal Sharma (Fangida Brahman) painting a modern Gopashtami pichhavat. 
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PICHHAVALT : cotton, painted. From Rajasthan, early 20th century. Ramayana scenes is te 2) 
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13 PICHHAVAI: cotton, painted. From Nathadwara, late 1gth century or early 20th century. 
Nandamahotsava (No. 3). 
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14 PICHHAVAI : cotton, painted. From Nathadwara, late 19th century. andamahotsava (No. 4). 
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al 
- 
a 
La 
_ 
al 
= 
[| 
” y 
‘a! 
ta 


te 19th 


cotton, painted. From Nathadwara, la 


HHAVAI: 


q 
| 


FIC 





Sie a 


his phlei ir eee vA 
4 z= — le. — :- 


“eh he HI 
a eee 
5 1 
+ io =F) 


Ly 


ction” «iin he es s . > a 
ie ¥; Me? | ers Bt ive 2 1 
eee ee Be 


= - _— . F 





16 PICHHAVATI: cotton, painted. From Nathadwara, late rgth or early 20th century. Nandamahotsava (No. 6). 








17 PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. Nandamahotsava (No. 7 
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18A SINHASANA: cotton, painted. From Nathadwara, 18B SINHASANA: cotton, painted. From Nathadwara, early 20th century. 
early 20th century. Nandamahotsava (scenes of Krishna’s Nandamchotsava (No. 9). 


life) (No. 8). 
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21 PICHHAVAI: cotton, painted. From Nathadwara, 20th century. Dana Ekadasin (No. 14) 
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FICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Vraj Yatra (plan of Vraj) (No. 16). 
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PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Sharada Utsava No. 19). 
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PICHHAVAT: | satin, applique. From Gujarat, 20th century. Sharada Utsava (No. 21) 
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PICHHAVAI: cotton, painted and printed. From the Deccan, late 18th century. Sharada Utsava (No. 22). 
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0 PICHHAVATI: cotton, painted and printed. From the Deccan, late 18th or early 19th century. Sharada Utsava (No. 23). 


Utsava (Rasa) (No. 24). 
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2 PICHHAVATI: cotton, painted. From Nathadwara, mid 19th century. Sharada Utasava (Rasa) (No. 25). 
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35  PICHHAVAI (fragment): cotton, painted. From Nathadwara, early 20th century. Sharada Utsava (Rasa, wpperhalf only) (No. 2 
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PICHHAVAI: cotton, painted. From Rajasthan, late 19th century. Sharada Utsava (No x 
SIRI (detail): cotton, painted. From Rajasthan, late rot! 


1 century. Sharada Litsava (No. 30). 
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39 PICHHAVAI: 
Al: cotton, painted. From Nathadwara, early20th century. Annakuta Utsava (No. 33) 
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PICHHAVAI: cotton, painted. From Nathadwara, late 19th or early 


PICHHAVATL- 20th century. Annakuta Utsava (No. 34). Top. 


cotton, painted. From Nathadw fara, late 19th or early 20th century. Annakuta Utsava (No. 35). Right. 
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46 SINHASANA: cotton, painted. From Nathadwara, 2oth century. Annakuia Utsava (No. 43). 
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48 PICHHAVAI: cotton, painted. From Nathadwara, late 19th or early 20th century. Gopashtami Utsava (No. 45). ee 


49 PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. Gopashtami Utsava (No. 46). Top. 
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48 PICHHAVAI: cotton, painted. From Nathadwara, late 1 gth or early 20th century. Gopashtami Utsava (No. 45). Le ft. 


49 PICHHAVAI: cotton, painted. From Nathadwara, early 20th century. Gopashiami Utsava (No. 46). Top. 
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PICHHAVAI: cotton, painted. From Nathadwara, late 19th century. Gopashtami Utsava (No. 49). 


— : —= — 
= TS = * -_—- —— Sa oo a = . — SS oar — a 
fist “Had ie se aE a Se 
7 a F ~ 


a a i il SS aed! al i, ori 
rE ee iy oe? phar 'y % OB, 
a ae Ee) -_ a . ak i? i * 

tab =r i! ———— a 


i 


a 


ae ~~ : 
Pa vig Sanaa el al 


pashtami Utsava (No. 50). 


[70 


C 


century. 


atl 
mh | 
ie 
Vv 20th 


# 


- ‘ey 


J 
a 


} 
a 


“vd 
YF « 


| _* 


Ti ays 
& he 7 


rt 
a 


—_ 


4 


e 


3 


= 
al.* bs 
“heey = ee : 
Y rl 
J . ' 


ez Z 


= 


nw % 


3. 4 


al 


cotton, painted. From Gujarat, late 19th or ear 


(HHAVAT : 


PIC 





——> 


= - 


— 


se 


[eo ooe 


. 
a 
if 
* 
© 
Ls 
x 
a 
te 
= 
a 
| 
ne 
ak 
— 
* 
= 
Po, 
Laie 
al 
| 
= 
bt 
al 
| sma 
r=, 
F hs 
ha 
1 
i 
ai 
=) 
pa: 
= 
— 
= 
= 
2 
= 
a3 
= 
— 
—_ 
= 
‘a 
a | 
' 
eT 
— 
t 
= 
ba 
a 
_ 
« 
rm 
= 
=) 
| 
— 
= 
a, 
an 
i 
a i, 
el 
me 
—S 
- 
ou 
= 
—_ 
_ 
7% 
La 
eS 
= 
— 
ea 
eS 
i 
= 
aa 
. 
u 
= 
= 
— 
| 
— 
— 
[| 
— 
+ 
ee 
m 
* 
= 
en 
o 
do 
dealt 
= 
— 
Ral! 


PICHHAVAL : 





53 








cht: a yn i * 
te ptt et F 
$} he’ “ il he 

Aa € 












© 





% 


— 





SEUSS HSSSSd SSHS SSH SSSSS SSS 


3st; SE RE RO 


~ -v 





SSeS 
SIEGESS: 


See &- 


| 












SAECO NNN e oe : 
=~ 4 " PPS SPI a lhahs t as sal e a 
PRVOESSSSOeSoesses sas ae : s 
= - ‘ Ne . Se ae ae SSSHS Sess SSosr . 






( D 





‘> 
wi 





O . —S = 


Oy 
1@ 
1h 


_ ee © 6 


< 
06 Po REEP Ek 


Stel eee Be LIER 
} 


(No. 5 


~ * 


‘a 








Vian ee 
© Ce Bs sve ¢ 


. 4 + 5" 
- ~@. Sewer duged 5, > =) 
‘ b on tees hae ve > 


MOLT OtIT Ds. 








ee 


SROtTe eee 















LO DERE HS» 
oo — saat 
GIG, 


se Z ~_- 
sy “ Cy ad 
‘ os Sd cs if ese ie 
> ww _ ~*Ve ~ <n pnd hte ae eeae : - =a _ = x 
mney a WS ee ~~ SOBRE SE Ra SRTELSA LAE nS 3 ~ 
_« anna ee een ~ ¢ ~ . ‘ = 
— a4 ¥- 






¥ 
~ 
~~ 


rT 
of “en ~~ 





a Fs} 
SS a a SS 
< 


Maseosa 


Pe SS . 
st} = sR ESSTS 


META. a ae oo — h 





pashtami Utsar 


ot 





‘ 
aes: ; Se ee we ee a Be 


ISS SSS SHUI SHSSSS T= 








- ™ seen 


J 


. 


UP DOLE ECEDY D& 


Se) 


war 
a i. 








RK 


ae 


SeOnaneg ae 
% 








> eee ee ee Te Ce ee ee ee ee ne eae Ae . 
FPEPLOS HTTP OF Beso FY ati $F FSET SD SHCOL ASSESS: Gaosto nkog r}.! g ane 
PVC SP Wt: SSPE SY SSeS 22S Ssesecosen ‘¢ St0S50 FOTIAHAO SGD SK ORO 


SD ESE DF ENED tem mrs Pepe CR RD NE EP FPP OU 














r iS, Al A, 





- 


— 
PICO! 

ad 
~ Ae woe 





aa 
“4 
£ 
RS 


-—-< 
AT ETO ICEL 


all 
a ee dee wy: 








ee re eS wer ee. 


ag Sioa. _ Me . 
Se DIDS 2) 8S OHSSRSSS SSG SSOSosee 
ad a Es ee ee ee 

; ene a a” 





~~ 


WS 




















, pe? bi en oe . 3 a Si 
6 ge SB SSS Ge WPS SS, BLS 
A Or t* “ee uf ‘ 

PS RS gO RERUNS FEE 


ee Rete ee 


\~ 





. 


} 


PPOPETLTELOMIED,* 


a 6 SURE 6 oem, 





~ Le 


TRS RR 





~~ "Senet eeenee 


one o “ 
oe }. ‘< Sate neeeniec 





> 
ms 
-- 
we 
mS 
o 
12) 
a = 
_— 
N 
2 
_ 
3 
8) 
ot 
° 
— 
—_— 
a 
op 
BD) 
es 
os 
ws 
i 
m= 
3 
oy 
~ 
— 
ne 
A 
a 
a 








POE, 


et & erent 

















GRECECOSDOCLREE DOE UY LEDORGOOY COR 






as 
i te 
Cc; .% 1a 
=} ha ~, a** of Ry * Pee ; . 
> =< “on « ws on Sa 4 =? . — exe ~ ; . 
| f a (ee ase oer a BS pee \ i P PAt NS ue & i i q 
> na MWSOC ESARATR RE SATSTAL Se E claus tif 1 =v 
ae EO 2.5 ensues © 2 See "mat ete Rie bed ee . 
tg PR RS oe MS CESS “pe, Sas S FS ae 8 5 Ny ~ 
‘ <* See fe Sines * f Sass re) 
ey ee YR RSS... § Seeee 4 
‘g, PR Re TA | | i 
™ Ws iS Sh . . FS > Wt “3 3a! 3 4S : : 
’ 2 ~~ . vuaee , en ess, ane we nde nl he re Rts eis = 
SS $ setSBicesse: e258: PESLESEG CLE LESS EE SEG Te wii a a 
2 i Se egreeyiit ror sr 4 xg s oe > ™ 7 a ea Le ; - AS 
<b As: 3 ie MMLLMG ET gy PE RIS + go Benee B\} : 
K $ OTT | ENN 
’ 2 = fh if, - SN » *) ‘ai ys ye aB.- ie See 3 — 
, ; fi s 288% St a ai FEY Fe f URES i=, 6 < 
Pi fs Ji \ ey peas eas BN See iS Ra, 
wu’ e; nt >_> # at \S » oes é BNP bes =< t - 
4 St  Yeeese ” EEN RNA bel 4 a 
2 ~J ) é “ig Ss ty at ee oP pt Baek 5 yes pL: 
i. : — , The “Sc 1, . ; . Vv peat = pt : le an 
x: stat: JAN mw WwW ce | a Se aa > 
; = 2S 4 ab . \ Fes * Reeve fi s i ne 
nae. SE EER Oe ee © Gur «e — on = a dite 6 ie i > di For SS ete “ as , § a ~ 


ER re ce TR RN FO en ers Se OEE, er os eee 


Ss] & “= —-— _ ~ —~ —" -~ =~ oro eo SS @ 
















ere 
+ 
a a 


a! —7 
ts le 







sy 


a a rE i 
ee a | 


ae 





yee 





a 
fe TE a an re 
ria AL Ne 

= 2 pipe Pier | a: 





negrt ul >= Mele 
ee Fr ae 


a eh 
hs 




















ct = ball ‘ z ig 
Co - — : 7 : on ite i a i Le = = Sf te ee a Pe a de ee LE kL Oo ees ee -_.o - ; 7 
- re % a a a | Lys pe — a ae ft -- ie |e cf o£ . = ce S C] ar i tt 2 2 » ee - + = r F i) 
5 BGS BG 84 BA BG OI B45 BIBIBIBE BEG SRI BIA | ¢ 
a ee r=, " _ a aay | ea a a ri a, ee Te a a gee ae re oe ne =, + Agen? mie a ay be 
eee. “io ae bee eed “deris POT eae TO ne rr ae Ties ere Neron Teg nein Oe ae eee To “gh & 
: Pg 7 a =. L : Ey a9 chi tay = 53 r Pee » see ate i cof til et fn My 3-3 pea a oe ate a. i i J o iy ae 2 no ag - - a + 
= = 5 = fat, ME" wate ee erage ie eran a eg ee Ps aa ee a ee Pare. ee ee ee : : 
Sa — a tee ae ee ~ pte 3 a oe ee ‘aia oe es rem, tiga *- ky = ca i! : ' 
o SE Sais ioe tama gee os oe, tLe. = te, AO PRET 6 > ee. ee Ar, 
wa in So . = : _ 7a ee Pee Terr hE Po eR P SECC e Cee ee eee ee ee 4 ? - 
ee ee ge iat eae Rh al 7 een ee el i a y 
- ee oe et Ne : a aD cay Tag ri. 4", ., ta 
ll = ype i ee at si \- : : So a ey 3 es. fe ¥ a oe 7 oe 
4 ra ie . a . a ry 4 ” fe ee ee i Saat 
PIR 22%, ae - free? eS « te a ge SOS ti 
- i 


=! & eth a : ; % eet de eee a as oe Be sf , ; 

wie be x a yap i. a ay roy ' : oe , aa ; al * 
; 3 pg Bp! ead ij a a ae 7 _ esa # he <b, wa fs Pe aad a ye fit te _- A or" ie" 
¥ i : . LhisQbtiiaiginaaa ee ee ee ee | 


SRC ECR DR DRE aE 


silk brocade. From Gujarat, 55B SIRI (detail): silk brocade. From Gujarat, early 
goth century. Gopashtami Utsava (No. 55). Bottom. 


554 PICHHAVAIT (detail) : 
20th century. Gopashtami Utsava (No. 54). Top: 
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506A SIRI: silk brocade. From Gujarat, 20th century. Gofaskiami Utsava (No. 56). 
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56B SIRI: cotton, embroidered. From Gujarat, 20th century. Gopashtami Utsava (No. 59). 





57 SINHASANA with SIRI: cotton, painted. From Kutch, 
late 19th century. Gopashtami Utsava (No. 60). 
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58 PICHHAVAI: cotton, painted. From Nathadwara, 
early 20th century. Prabodhini Ekadashi Utsava (No. 61). 
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59 SIRI (detail): cotton, painted. From Nathadwara, late 19th century. Prabodhim Ekadashi Utsava (No. 62 
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60 PICHHAVAT: cotton, painted. From Nathadwara, late 19th century. Morakuti (Krishna 
dancing with peacocks) (No. 63). 
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62 PICHHAVAI: cotton, painted and printed, From the Deccan, 19th Century. Varsha (rainy season) (No. 65). 
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“0A PICHHAVAI (detail): silk, brocade. From 70B GAUMUKHI: brocade. From Gujarat, 2oth 


Surat, early 20th century (No. 79). century (No. 80). 
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72, PICHHAVAT: silk, printed and painted. From Gujarat, late 19th or early goth century (No. 8 
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74 PICHHAVAI: cotton, printed, dyed and painted. From Gujarat or Burhanpur. 19th century (No. 84). Top. 
75 PICHHAVAI: cotton, painted and printed. From Gujarat, 2oth century. Govanda (No. 87). Right. 
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PICHHAVAI: satin painted and printed. Perhaps from the Deccan, 19th century. Vrikshachari Bhava (No. 89). 
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PICHHAVAIL: cotton, painted and printed. From the Deccan, 19th century. Gopis approaching 


to the central space left for image (No. go). 
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cotton, painted. From Nathadwara, early 20th century (No. « 
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85 HANGING: cotton, painted. From Nathadwara, early 20th century. 
 Damodarlal’s portrait (No. 98). 
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86 SHATRUNJAYA PATA: cotton, painted. From Rajasthan, early 19th century, repainted in 
1885 A.D. at Kishangarh (No. 99). 
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88 SHATRUNJAYA PATA: cotton, painted. From Rajasthan or Gujarat, 18th century (No. 101). 
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3g SHATRUNJAYA PATA: cotton, painted. From Gujarat, 19th century (No. 102).: 
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go TIRTHA PATA: cotton, painted, From Gujarat, 15th century (No, 103). Top. 


91 DIAGRAM OF THE UNIVERSE: 


cotton, painted. From Gujarat, late 18th or early 19th century (No. 104). Right. 
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g2 DIAGRAM OF THE ADAI DVIPAS: coiton, painted. From Gujarat. Dated 1505 A.D. (No. 105). 


93 DIAGRAM OF THE ADAT DVIPAS: cotton, painted. From Gujarat, mid 17th century (No. 106). 


a = ii 5 
POW ear ata a  A g 


cre 


rm == 


——. = 


ania ma a WW asics 
F é 





: ee ee a 
Pceouuy ageseay BEF 
i oT ee H — il a 
mt ar Sa Sa eats a ae Hity “hee bf aN 


gE i , 


ee 
es ' 


a ee Wi ee he 
Ba a a 


Ps = 
. ee 
= 


’ a J 
Sn he 
ee 





94 DIAGRAM OF THE ADAI DVIPAS: cotton, painted. From Gujarat, late 17th or early 18th century (No. 107). 
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cotton, painted. From Bikaner, late 18th century (No. 109). 
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97B HRINKARA YANTRA: 


cotton, painted. From Gujarat, 


19th century (No. 111). 
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HRINKARA YANTRA: 


cotton, painted. From 
Kashmir 


century (No. 110). 
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SAMVASARANA PATA: cotton, painted. From Gujarat, Ca. 1500 A.D. (No. 112). Top 


9 SIDDHACHAKRA PATA: cotton, painted. From Gujarat, 18th century (No. 13). Right 
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100A CHAUSATHA YOGINI STOTRA PATA: 


From Rajasthan, 18th century (No. 114). 


cotton, painted. 
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100B SCROLL: cotton, painted. From Gujarat, mid 1th 
century (No. 115). 
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AJI: cotton, painted. From Gujarat. Dated 18 


GYANA B 


10! 


ee eg ee a 
— 


ai: © = . 


< 


eg re 
7 - vay ? | = J ‘4 


in a 
ay 
a 


ae 


=. 


i bet 


Be 
= 


Ler 
oy 
Pg 
if 


gs 
5 
ei the F 
ts, 


e ae 


4 oe ge lige ry 


— 
ant 
a 


i 
= i oe 
7 


Sa 


- oY ee a = ¥ Oy: ; i th on 


= 


ee al Vs, At 2; 


i 


« 
keen 
am ras 


es 


a Le 


qj 


ca 
af 


3 


se 


ee 


4 
ih 


a 
Se -——— 


_— 


5 a ji + 
7 


a 


117). 


‘No. 


arat, 19th century ( 


# 


a 


Guj 


rom C€ 


F 


ainted. 


P 


cotton, 


ANA BAJL: 


GY: 





02 


_——— 


nS len 


— = 
ST Es) 
See Sr 


gh, ta wr! 


1 ‘-: * ha 
anane A hen tl a et 
ee 
LALAYAYALA 

cal 


rei LoL etn 


oo A ff cher 


HS aay 8 SRI PZ DAA ODDIE 


Hy! ‘ mile . oF rt a 
ye ei ge ea te 
a | LE Pe oa ek 
LAMM cy) = | 


| [uf v. 9 
“Al a ak |e if 


SD ae 


hy sas 


1: r 
F- 
a oe 


ie + A 

rat i) | a 
1 pe 

iC bo i ~) ull 


SS 





103 NARAYANDEVJI PHADA (detail): cotton, painted. From Rajasthan (Marwar), early 20th century (No. 118). 
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104 NARAYANDEV]JI PHADA (detail): cotton, painted. From Rajasthan (Marwar), early 20th century (No. 119). 
4 ] , ) yu { 





. x 
1 f "ies J aa ‘ . he J 4 — ia a 

A Csr ] -) J pr J i | : La 7! 

t C F r i ‘ a q 
re L ot LSS ae Titi th 
sa rrt ages tea ewer ew 
x, "es _ : 
: ' a ‘y a a 
, a atleg a | | 
x ae " Ts Le Por 


105 PABUJI PHADA (detail): cotton, painted. From Rajasthan (Marwar), early 20th century (possibly 1919 A.D.) (No. 120), 
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106 PHADAKYE: cotton, painted. From Rajasthan, 
early 20th century (No. 121), 
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107A PANCHANGA: cotton, painted. 1078 PANCHANGA: cotton, painted. 
From Rajasthan or Gujarat. Dated From Rajasthan or Gujarat. Dated 
1852 A.D. (No. 123). 1859 A.D. (No. 125). 
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108A KARAPATIA PATACHITRA: cotton, painted. From Puri, 108B THIA BADHIA PATACHITRA: 


cotton, painted. 
mid 20th century (No. 127). 


From Puri, mid 2oth century (No. 129). 
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110A BUDDHIST SCROLL (detail): cotton, painted. From Nepal, 1gth century (No, 133). 
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1108 BUDDHIST SCROLL (detail): cotton, painted. From Nepal, 1gth century (No. 133). 
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BUDDHIST SCROLLS (detail): cotton, painted. From Nepal, Ga. 1800 A.D. (No. 134). 
BUDDHIST SCROLLS (detail): cotton, painted. From Nepal, Ca. '1800 A.D. (No. 134). 
TEMPLE HANGING: cotton, painted. From Maharashtra, early 20th century (No. 136). 


MARKANDEYA PURANA PATA (detail): cotton, painted. From Andhra Pradesh (Varangal 
area), late 18th century (No. 138). 


MARKANDEYA PURANA PATA (detail) : cotton, painted. From Andhra Pradesh (Varangal 
area), late 18th century (No. 138). 
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